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  and	  1995	  Pattern	  symbol:	  sign	  –	  Lattice	  
	   	  (eBay,	  1995b)	  
Fig.242–244:	   Shanghai	  Tang	  2008	  Character	  symbol:	  sign	  –	  xǐ	  (double	  happiness)	   	  125	  
	   (Blaha,	  H.,	  2008),	  2013	  Motif	  symbol:	  sign	  –	  coin	  (The	  Digital	  Stock,	  2013),	  
	   and	  2013	  Character	  symbol:	  sign	  –	  fú	  (fortune)	  (Hitori	  Production,	  2013)	  
Fig.245–248:	   Shanghai	  Tang	  2011	  (Shanghai	  Tang,	  2011,	  p.	  17),	  2009	   	  126	  
	   (Shanghai	  Tang,	  2009,	  p.	  17),	  2012	  (Luxury	  Insider,	  2011),	  and	  2013	  
	   (The	  Digital	  Stock,	  2013)	  Dragon	  motifs	  (with	  five-­‐claw)	  
Fig.249–250:	   Tang	  Tang	  Tang	  Tang	  2013	  Flagship	  store	  in	  Chinese	  imperial	  colours	   	  127	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.251–253:	   Tang	  Tang	  Tang	  Tang	  2013	  Twelve	  Chinese	  zodiac	  signs	  on	  silk	   	  128	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.254:	   Tang	  Tang	  Tang	  Tang	  2013	  Twelve	  Chinese	  zodiac	  signs	  on	  plate	   	  129	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.255:	   Tang	  Tang	  Tang	  Tang	  2013	  Lattice	  pattern	  (shower	  curtain)	   	  129	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.256–257:	   Tang	  Tang	  Tang	  Tang	  2013	  Embroidery	  lamp	  base	  and	  Zhong-­‐shan	  suit	   	  129	  
	   with	  Mandarin	  collar	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.258:	   Tang	  Tang	  Tang	  Tang	  Bottom:	  Animal	  sign	  of	  roasted	  duck	  chopstick	   	  129	  	  
	   stand	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.259–260:	   ZucZug	  2014	  “Z”	  series:	  Designs	  with	  geometric	  and	  bold	  signs	  in	  bright	   	  132	  
	   colours	  (ZucZug,	  2014)	  
Fig.261–263:	   ZucZug	  2012	  “Local	  Food	  Market”	  Collection	  1	  –	  Fish	   	  132	  	  
	   (ChinaSSPP.com,	  2013),	  Belly	  Pork	  (Douban,	  2012a)	  and	  
	   “Local	  Food	  Market”	  Collection	  2	  –	  Banana	  (Iliang	  Cang,	  2012a)	  
Fig.264–266:	   Vmajor	  A/W	  ‘14	  collection	  “Neo”	  –	  Inspired	  by	  the	  Art	  Nouveau	   	  133	  
	   elements	  from	  Paris	  (Vmajor,	  2014b)	  
Fig.267–270:	   Vmajor	  A/W	  ‘13	  collection	  “Tranoi”	  	  (Vmajor,	  2013)	  and	  A/W	  ’14	   	  133	  
	   collection	  “Neo”	  (Vmajor,	  2014b)	  
Fig.271–272:	   Shanghai	  Tang	  2000	  “Imperial	  Tailor”	  exclusive	  service	  and	  “Authentic”	   	  136	  
	   collection	  (Juliayunwonder,	  2010)	  
Fig.273–275:	   Shanghai	  Tang	  2013	  Modern	  qipao	  (Shanghai	  Tang,	  2013)	  and	  2014	   	  137	  
	   Qipao	  with	  decorated	  frog	  buttons	  and	  back	  zipper	  
	   (Shanghai	  Tang,	  2014)	  
Fig.276:	   Shanghai	  Tang	  2010	  Mini-­‐skirt	  qipao	  style	  (Magazeta,	  2010)	   	  137	  
Fig.277–278:	   Shanghai	  Tang	  2011	  knitwear	  (Denim	  Jeans	  Observer,	  2011)	  and	  2012	  top	   	  137	  
	   (Pinterest,	  2012f)	  
Fig.279–283:	   Shanghai	  Tang	  2007	  Identity	  of	  Mandarin	  Collar	  Society	  (MCS)	   	  137	  
	   (Searchtmr,	  2007),	  trademark	  of	  MCS	  (Markify,	  2011)	  and	  2007	  Signature	  
	   MCS	  shirts	  (Decorateur,	  2010),	  (Maienza,	  2011)
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Fig.284–285:	   ZucZug	  2013	  Reconstructed	  typical	  Chinese	  signs	  of	  cotton	  shoes	   	  139	  	  
	   (ZucZug,	  2013)	  and	  furniture	  (ZucZug,	  2015)	  
Fig.286–287:	   Tang	  Tang	  Tang	  Tang	  2013	  ‘T’,	  ‘A’,	  ‘N’,	  ‘G’	  geometric	  monogram	   	  140	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.288–290:	   Tang	  Tang	  Tang	  Tang	  2013	  Bag,	  baby	  bib	  and	  passport	  holder	   	  141	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.291–292:	   ZucZug	  2011	  “ZucZug	  for	  U”	  series	  –	  “Catch	  Me!	  Catch	  Time”	  poster	  and	   	  142	  
	   desktop	  calendar	  	  (Douban,	  2012c;	  Douban,	  2012d)	  
Fig.293–294:	   ZucZug	  2013	  “ZucZug	  for	  U”	  series	  –	  “The	  legend	  of	  white	  snake“	  jumpers	   	  143	  
	   (Taobao,	  2017)	  (Guoku,	  2013)	  
Fig.295–297:	   ZucZug	  2013	  “ZucZug	  for	  U”	  series	  –	  “The	  legend	  of	  white	  snake“	   	  144	  
	   Collection	  identity	  (Douban,	  2012b)	  and	  visual	  merchandising	  
	   (Douban,	  2013a;	  Douban,	  2013b)	  
Fig.298:	   ZucZug	  2014	  “ZucZug	  +	  Moretime”	  series	  –	  Character	  design:	  Ma	  X	  X	  –	   	  144	  
	   ⻢马某某 (Douban,	  2013c)	  
Fig.299–301:	   ZucZug	  2013	  1930s’	  old-­‐fashioned	  Shanghainese	  barbershop	  series:	   	  146	  
	   curly-­‐haired	  wig	  shoulder	  bag	  (Douban,	  2014b),	  dress	  (Douban,	  2014a),	  
	   and	  hair	  rollers	  shower	  cap	  (Douban,	  2014c)	  
Fig.302–304:	   ZucZug	  2013	  “klee	  klee	  啦”	  organic	  collection	  (formerly	  named	  “Sign	   	  147	  
	   language”)	  identities	  (ZucZug,	  2013)	  
Fig.305–307:	   ZucZug	  2014	  “Let’s	  blue!”	  collection	  -­‐	  denim	  dye	  and	  collection	  dresses	   	  147	  
	   (ZucZug,	  2014)	  
Fig.308–310:	   Vmajor	  2014	  Great	  achievement	  in	  the	  International	  Wool	  Prize	  in	  Tokyo	   	  148	  
	   (Vmajor,	  2015)	  
Fig.311–314:	   Shanghai	  Tang	  1994	  Pedder	  street	  flagship	  store	  (PCLB,	  2008),	   	  155	  
	   2009	  Kowloon	  branch	  (Anakin,	  2009),	  2012	  Flagship	  store	  relocated	  to	  
	   Duddell	  Street	  (Luxury	  Insider,	  2012)	  and	  2013	  Cathay	  Mansion,	  
	   Shanghai	  (Marie	  France	  Asia	  -­‐	  Singapore,	  2013)	  
Fig.315–317:	   Shanghai	  Tang:	  2009	  Shanghai	  Tang	  Café	  exterior,	  Shanghai	   	  156	  
	   (Mad	  About	  Shanghai,	  2009),	  Shanghai	  Tang	  Café	  interiors	  
	   (Pacific	  Rim	  Construction,	  2011)	  
Fig.318:	   Tang	  Tang	  Tang	  Tang	  2013	  Located	  in	  a	  125-­‐year-­‐old	  building	   	  157	  
	   (previously	  a	  pawn	  shop)	  in	  Wanchai,	  Hong	  Kong	  (Red	  Luxury,	  2013)	  
Fig.319:	   Tang	  Tang	  Tang	  Tang	  Front	  door	  with	  signage	  (Milk,	  2014)	   	  157	  
Fig.320:	   ZucZug	  2005	  Xintiandi,	  Shanghai	  (Datrans,	  2013)	   	  159	  
Fig.321:	   ZucZug	  2010	  Xintiandi	  Style,	  Shanghai	  (Shanghai	  Xintiandi,	  2011)	   	  159	  
Fig.322:	   ZucZug	  2011	  TaikooHui,	  Guangzhou	  (Taikoo	  Hui,	  2011)	   	  159	  
Fig.323–325:	   Shanghai	  Tang	  1994	  Labels	  with	  taglines	  ‘Made	  in	  China’	  (eBay,	  1995c),	   	  160	  
	   ‘Made	  by	  Chinese’	  (eBay,	  1995d)	  and	  ‘Made	  in	  Hong	  Kong’	  (eBay,	  2014)	  
Fig.326–327:	   Tang	  Tang	  Tang	  Tang:	  2013	  Label	  with	  tagline	  ‘Made	  in	  China’,	   	  161	  
	   reverse	  embroidery	  zodiac	  signs	  (in	  matt).	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.328–329:	   Shanghai	  Tang	  2010	  Advertising	  campaign	  S/S	  ‘10	  collection	   	  166	  
	   (Anakin,	  2010)	  
Fig.330–331:	   Shanghai	  Tang	  2011	  Advertising	  campaign	  A/W	  ‘11	  collection	   	  166	  
	   ‘From	  China	  With	  Love’	  	  (The	  Wanderlister,	  2011)
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Fig.332–333:	   	  Shanghai	  Tang	  2013	  Advertising	  campaign	  S/S	  ‘13	  collection	   	  167	  
	   (Fashionbeans,	  2013)	  
Fig.334–335:	   Shanghai	  Tang:	  2013	  Advertising	  campaign	  A/W	  ‘13	  collection	   	  167	  
	   (Rty	  aze,	  2013b)	  
Fig.336–338:	   ZucZug	  2012	  “Wet	  market	  series	  1”	  -­‐	  dried	  Chinese	  sausages	  on	  a	  set	  of	   	  170	  
	   sleeve	  protectors	  (ZucZug,	  2012)	  and	  pork	  knuckle	  on	  an	  arpon	  
	   (ZucZug,	  2013)	  and	  “Wet	  market	  series	  2”,	  Chinese	  characters	  
	   (a	  slang	  term	  meaning	  ‘A	  dollar	  for	  a	  goose’)	  (ZucZug,	  2012)	  
Fig.339:	   ZucZug	  –	  The	  engaged	  public	  includes	  a	  Westerner,	  a	  middle-­‐aged	  adult	   	  170	  
	   and	  elderly	  in	  brand	  communication	  	  (More	  Studio,	  2013)	  
Fig.340–343:	   Vmajor	  S/S	  ’14	  collection	  “Fault”	  (Vmajor,	  2014a)	   	  172	  
Fig.344:	   Vmajor	  Bottom:	  A/W	  ’14	  collection	  “Neo”	  	  (Vmajor,	  2014c)	   	  172	  
Fig.345–347:	   Shanghai	  Tang	  2008	  Booklet	  ‘Lexicon	  of	  Luck’	  (Shanghai	  Tang,	  2008)	   	  179	  
Fig.348:	   Shanghai	  Tang	  2011	  A	  five-­‐claw	  dragon	  motif	  on	  Christmas	  decoration	   	  179	  
	   baubles	  (Shanghai	  Tang,	  2011,	  p.	  19)	  
Fig.349:	   Shanghai	  Tang	  2013	  A	  ‘Fu’	  motif	  on	  a	  paddle	  board	   	  179	  
	   (Pinterest.com,	  2012e)	  
Fig.350:	   Tang	  Tang	  Tang	  Tang	  2013	  oval	  cufflinks	  (Tang	  Tang	  Tang	  Tang,	  2013)	   	  180	  
Fig.351:	   Tang	  Tang	  Tang	  Tang	  2013	  salt	  and	  pepper	  set	  in	  the	  form	  of	  fortune	   	  180	  
	   cookies	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.352–353:	   ZucZug	  2013	  “The	  legend	  of	  white	  snake”	  promotional	  illustrations	  for	   	  183	  
	   celebrating	  Christmas	  (More	  Studio,	  2017)	  
Fig.354–356:	   ZucZug	  2013	  “The	  legend	  of	  white	  snake”	  (Iliang	  Cang,	  2013a)	   	  183	  
	   (Douban,	  2012f)	  and	  Chinese	  characters	  –	  A	  ancient	  word	  for	  wife	  
	   (Iliang	  Cang,	  2013b)	  
Fig.357–359:	   ZucZug	  2012	  “Wet	  market	  series	  1”	  pork	  knuckle	  and	  Chinese	  sausage	   	  183	  
	   patterns	  on	  sleeves	  (ZucZug,	  2012)	  (Douban,	  2012e)	  
Fig.360:	   ZucZug	  2012“Wet	  market	  series	  1”	  (ZucZug,	  2012)	   	  183	  
Fig.361:	   ZucZug	  2013	  “Shanghainese	  barbershop”	  series	  (Douban,	  2014d)	   	  183	  
Fig.362–363:	   Shanghai	  Tang	  2008	  Lexicon	  of	  Luck	  –	  Holiday	  Catalogue	   	  185	  
	   (Shanghai	  Tang,	  2008)	  	  
Fig.364–365:	   Shanghai	  Tang	  2010	  The	  Flora	  &	  Fauna	  of	  Gifts	  Catalogue	   	  185	  
	   (Shanghai	  Tang,	  2010,	  pp.	  24-­‐25)	  
Fig.366:	   Shanghai	  Tang	  1994	  Han-­‐style	  jacket	  with	  colourful	  lining	  (eBay,	  2013c)	   	  187	  
Fig.367:	   Tang	  Tang	  Tang	  Tang	  2013	  silk	  pyjamas	  with	  zodiac	  signs	   	  187	  
	   (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.368–372:	   Shanghai	  Tang	  -­‐	  A	  selection	  of	  merchandise	  with	  motifs	  and	  symbols	   	  191	  
	  	   from	  1994-­‐1997	  Signature	  Han-­‐style	  jacket	  (eBay,	  1995c),	  scarf	  with	  
	   motifs	  (eBay,	  1994b),	  Iconic	  symbols	  on	  watch	  (eBay,	  1994c)	  and
	   cushions	  (Pinterest.com,	  2013d;	  Pinterest.com,	  2013e)	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Fig.373–378:	   Shanghai	  Tang	  Top	  left:	  2012	  Advertising	  with	  Asian	  models	   	  193	  
	   (Inluxe.cn,	  2012);	  others:	  A	  selection	  of	  merchandise	  from	  1999-­‐2014	  
	   including	  mass	  produced	  knitwear	  top	  (Denim	  Jeans	  Observer,	  2011),	  
	   motifs	  and	  symbols	  on	  phone	  case	  (The	  Digital	  Stock,	  2013),	  
	   Christmas	  decoration	  baubles	  (Wong,	  E.,	  2011),	  stand	  up	  paddle	  
	   (SUP)	  board	  (Rty	  aze,	  2013a)	  and	  Fixie	  Bike	  (Goh,	  2012)	  
Fig.379–386:	   Tang	  Tang	  Tang	  Tang	  -­‐	  A	  selection	  of	  merchandise	  from	  2013-­‐2014	   	  195	  
	   rice	  cooker	  cube,	  oven-­‐sliding	  style	  toaster,	  salt	  and	  pepper	  set	  in	  the	  
	   form	  of	  fortune	  cookies,	  ‘T’,	  ‘A’,	  ‘N’,	  ‘G’	  geometric	  monogram	  collection,	  
	   Embroidery	  lamp	  base,	  silk	  pyjamas	  with	  zodiac	  signs	  and	  roasted	  duck	  
	   chopstick	  stand	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.387–392:	   ZucZug	  -­‐	  A	  selection	  of	  merchandise	  S/S	  ’05	  collection	   	  197	  
	   (Wang,	  2017),	  2014	  Zodiac	  collection	  –	  Mr.Ma	  XX.	  (Douban,	  2013f),	  
	   ordinary	  Chinese	  public	  as	  model	  (Douban,	  2013e),	  shoe	  collection,	  
	   collaboration	  with	  another	  artist	  (ZucZug,	  2013),	  design	  themes:	  
	   daily	  objects	  	  (Iliang	  Cang.,	  2012b)	  and	  knitwear	  in	  various	  
	   Chinese-­‐themed	  collections	  (Guoku,	  2013)	  
Fig.393–397:	   Vmajor	  -­‐	  A	  selection	  of	  merchandise	  from	  2012-­‐2014	  Western-­‐style	   	  199	  
	   design	  with	  oversize	  cuts,	  stripes	  sign	  (Vmajor,	  2014b),	  masculine	  
	   yet	  feminine	  image	  (Vmajor,	  2013),	  and	  new	  interpretation	  in	  fashion	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Due	  to	  the	  considerable	  impact	  of	  Orientalism	  in	  the	  1990s,	  Chinese	  tropes	  began	  to	  be	  
widely	  deployed	  in	  global	  luxury	  fashion	  brand	  collections.	  In	  the	  late	  twentieth	  century,	  
following	  the	  success	  of	  ‘China	  style’	  effects,	  the	  use	  of	  Chinese	  tropes	  was	  a	  dominant	  
trend	  in	  emerging	  luxury	  Chinese	  branding	  practices.	  The	  deployment	  of	  Chinese	  tropes	  
as	  representations	  of	  nationality	  in	  brand	  design	  has	  generated	  vigorous	  debate	  about	  
the	  effectiveness	  of	  cultural	  translation.	  Edward	  Said	  (1994)	  has	  termed	  such	  an	  
ideological	  ‘East’	  as	  ‘Orientalism’	  and	  claims	  that	  the	  Orient	  is	  ‘an	  integral	  part	  of	  
European	  material	  civilisation	  and	  culture’	  (Said,	  1994,	  p.2).	  This	  phenomenon	  of	  the	  
Chinese	  trope	  design	  continues	  to	  leave	  a	  visible	  mark	  in	  brand	  communications	  in	  the	  
twenty-­‐first	  century.	  This	  research	  investigates	  the	  ways	  in	  which	  emerging	  luxury	  
Chinese	  lifestyle	  fashion	  brands	  make	  use	  of	  Chinese	  tropes,	  symbols,	  and	  metaphors	  in	  
branding	  practices	  within	  the	  context	  of	  the	  cultural,	  social,	  political,	  and	  economic	  
changes	  in	  China	  from	  1994	  to	  2014.	  
	  
This	  study	  attempts	  to	  construct	  visual	  taxonomies	  to	  examine	  the	  cultural	  expression	  of	  
Chinese	  tropes	  in	  the	  material	  culture	  of	  China,	  generating	  a	  visual	  archive	  of	  Chinese	  
identity	  interpretation.	  The	  study	  also	  draws	  upon	  multiple	  case	  studies	  of	  emerging	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  to	  investigate	  the	  ramifications	  and	  the	  perceived	  
limitations	  of	  the	  practice	  of	  Chinese	  trope	  deployment	  and	  their	  relationship	  to	  a	  shift	  
in	  Chinese	  identity	  caused	  by	  changing	  lifestyles.	  The	  thesis	  also	  challenges	  the	  notion	  of	  
authenticity	  of	  ‘Chinese	  brand’	  and	  ‘Made	  in	  China’	  and	  highlights	  the	  need	  to	  redefine	  
the	  assessment	  criteria	  of	  ‘country	  of	  origin’	  for	  global	  luxury	  branding	  practices	  in	  the	  
future.	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Introduction	  
	    
In	  what	  ways	  did	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  make	  use	  of	  Chinese	  
tropes,	  symbols	  and	  metaphors	  in	  brand	  communications	  in	  the	  period	  from	  1994	  to	  
2014?	  What	  were	  the	  ramifications	  of	  this	  practice	  within	  the	  context	  of	  the	  cultural,	  
social,	  political	  and	  economic	  changes	  that	  took	  place	  in	  China	  during	  that	  time?	  This	  
research	  aims	  to	  investigate	  the	  cultural	  content	  of	  the	  Chinese	  tropes	  used	  in	  
communications	  by	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands.	  The	  profile	  of	  
these	  brands	  has	  risen	  rapidly	  over	  the	  last	  two	  decades	  (Chadha	  and	  Husband,	  2006;	  
Lu,	  2008;	  Chevalier	  and	  Lu,	  2010).	  Scholars	  in	  the	  areas	  of	  luxury	  marketing	  and	  
consumer	  behaviour	  have	  analysed	  the	  reasons	  for	  the	  rapid	  increase	  in	  Chinese	  luxury	  
consumption	  (Chadha	  and	  Husband,	  2006;	  Lu,	  2008;	  Wong	  and	  Ahuvia,	  1998,	  cited	  in	  
Csaba,	  2008).	  Chadha	  and	  Husband	  (2006)	  claim	  that	  the	  growth	  in	  prominence	  of	  the	  
Chinese	  trope	  reflects	  cultural,	  social,	  political	  and	  economic	  changes	  in	  China.	  Other	  
scholars	  associate	  this	  trend	  with	  Chinese	  cultural	  expression	  (Wong	  and	  Ahuvia,	  1998,	  
cited	  in	  Csaba,	  2008,	  p.26).	  Kumar	  and	  Steenkamp	  (2013)	  state	  that	  over	  the	  last	  twenty	  
years,	  luxury	  brand	  managers	  and	  designers	  have	  adopted	  various	  brand	  strategies	  in	  
order	  to	  target	  stakeholders	  in	  an	  environment	  where	  lifestyle	  is	  constantly	  changing.	  
This	  is	  particularly	  true	  of	  the	  emerging	  markets	  whose	  share	  of	  the	  global	  output	  has	  
risen	  from	  20%	  in	  1990	  to	  40%	  in	  2010	  (Kumar	  and	  Steenkamp,	  2013,	  p.	  1).	  China	  has	  
been	  a	  driving	  force	  for	  economic	  growth	  in	  manufacturing	  over	  the	  past	  thirty	  years	  
(George	  and	  Kumar,	  2017).	  The	  average	  Gross	  Domestic	  Product	  (GDP)	  of	  China	  reached	  
17.85%	  of	  the	  world	  economy	  in	  2015:	  US$1,1064.66	  billion	  in	  contrast	  to	  US$47.21	  
billion	  in	  1962	  (Trading	  Economics,	  2017).	  Nevertheless,	  domestic	  luxury	  Chinese	  brands	  
(LCBs)	  remain	  excluded	  from	  the	  first	  fifty	  in	  the	  list	  of	  the	  ‘best	  global	  brands’	  in	  2016	  
(Interbrand,	  2016),	  with	  only	  two	  Chinese	  brands,	  Huawei—a	  leading	  global	  information	  
and	  communications	  technology	  (ICT)	  solutions	  provider	  (Huawei,	  2017)	  ranked	  72—
and	  Lenovo—a	  multinational	  technology	  company	  (Lenovo	  Group	  Ltd.,	  2017)	  ranked	  99.	  
This	  raises	  the	  question	  of	  what	  the	  barriers	  are	  that	  have	  been	  keeping	  LCBs	  from	  
achieving	  international	  recognition.	  It	  also	  raises	  the	  issue	  of	  how	  Chinese	  brand	  designs	  
have	  been	  pushing	  the	  design	  boundaries	  in	  order	  to	  enter	  the	  global	  market.	  This	  study	  
investigates	  the	  development	  of	  luxury	  Chinese	  lifestyle	  fashion	  brands	  within	  the	  
context	  of	  material	  culture	  in	  China	  from	  1994	  to	  2014.	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Orientalism	  has	  had	  a	  significant	  impact	  on	  European	  luxury	  fashion	  designs	  from	  the	  
late	  twentieth	  to	  the	  early	  twenty-­‐first	  century.	  Fanciful	  Chinese	  images	  have	  been	  
found	  in	  several	  fashion	  collections	  by	  global	  luxury	  brands	  such	  as	  Dries	  van	  Noten,	  
Yves	  Saint	  Laurent	  and	  Valentino	  (Clark,	  2009b;	  Bolton,	  2015).	  Literary	  and	  cultural	  
theorist	  Roland	  Barthes	  was	  fascinated	  by	  the	  exotic	  signs	  of	  Japan	  without	  needing	  to	  
know	  their	  meanings	  (Bolton,	  2015).	  He	  described	  the	  Japanese	  signs	  as	  ‘enigmatic’	  
objects	  in	  his	  book	  Empire	  of	  Signs	  (Barthes,	  1970).	  This	  thought	  may	  also	  apply	  to	  
European	  oriental	  designs:	  Bolton	  (2015)	  describes	  this	  mode	  of	  fashion	  as	  the	  intention	  
to	  ‘engage	  in	  a	  romantic	  Orientalism’.	  For	  Bolton,	  the	  European	  designers	  who	  borrow	  
oriental	  images	  are	  driven	  by	  the	  desire	  to	  ‘pursue	  an	  aesthetic	  of	  surface’	  (Bolton,	  
2015,	  p.	  19).	  ‘China	  style’	  (Clark,	  2009b)	  has	  inspired	  several	  LCBs,	  especially	  those	  
originating	  in	  Hong	  Kong,	  and	  the	  use	  of	  Chinese	  tropes	  has	  become	  a	  dominant	  trend	  in	  
luxury	  brand	  practices	  since	  the	  early	  1990s	  (Chang,	  2004,	  p.	  113;	  Clark,	  2009b).	  This	  
significant	  development	  was	  noticed	  by	  domestic	  Chinese	  brands	  and	  encouraged	  an	  
increasing	  number	  of	  them	  to	  start	  their	  own	  luxury	  fashion	  businesses	  in	  the	  1990s.	  
Chinese	  tropes,	  as	  representations	  of	  nationality,	  have	  specific	  connotations,	  and	  are	  
embedded	  with	  Chinese	  cultural	  values,	  beliefs	  and	  thoughts.	  They	  were	  commonly	  
used	  as	  decoration	  for	  artefacts	  and	  material	  objects	  in	  ancient	  times,	  but	  have	  become	  
popular	  symbols	  and	  metaphors	  in	  Chinese	  branding	  practices.	  
	  
Nevertheless,	  the	  phenomenon	  of	  deploying	  Chinese	  tropes	  has	  generated	  vigorous	  
debate	  about	  the	  effectiveness	  of	  cultural	  translation	  that	  involves	  an	  understanding	  of	  
ancient	  times	  from	  the	  perspective	  of	  the	  modern	  world	  as	  well	  as	  Western	  
understanding	  of	  the	  East.	  The	  use	  of	  Chinese	  tropes	  in	  branding	  practices	  was	  
remarkable	  in	  the	  early	  stage	  of	  LCB	  development,	  and	  has	  undergone	  major	  changes	  in	  
the	  twenty-­‐first	  century.	  Cultural	  differences	  between	  East	  and	  West	  have	  been	  
discussed	  in	  international	  business	  and	  branding	  journals	  (Ooi,	  2007;	  Dong	  and	  Tian,	  
2009)	  urge	  an	  investigation	  and	  study	  of	  these	  differences.	  A	  thorough	  understanding	  of	  
the	  cultural	  differences	  related	  to	  social,	  economic,	  branding	  and	  design	  areas	  is	  
important	  for	  determining	  the	  implications	  of	  the	  use	  of	  Chinese	  tropes	  and	  their	  
possible	  roles	  as	  communicators	  and	  negotiators	  in	  future	  global	  brand	  development.	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Fig.01	  –	  Fig.12:	  A	  selection	  of	  merchandise	  with	  Chinese	  tropes	  form	  emerging	  luxury	  Chinese	  
lifestyle	  fashion	  brands	  (eBay,	  1995c;	  eBay,	  2000a;	  i.ebayimg,	  2004;	  Tastespotting,	  2008;	  V&A,	  
2001;	  Denim	  Jeans	  Observer,	  2011;	  Jing	  Daily,	  2011;	  Pinterest.com,	  2013a;	  Pinterest.com,	  2013d;	  
Shanghai	  Tang,	  2013;	  van	  Paridon,	  2017)	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This	  is	  transdisciplinary	  research	  that	  draws	  on	  literature	  from	  the	  fields	  of	  visual	  
semiotics,	  branding,	  cultural	  studies,	  and	  sociology.	  Such	  wide-­‐ranging	  reference	  is	  
necessary	  because	  there	  has	  been	  an	  economic	  shift	  in	  China	  that	  has	  led	  to	  changes	  in	  
diverse	  areas.	  This	  project	  is	  mainly	  located	  in	  the	  field	  of	  branding,	  but	  the	  review	  
draws	  on	  a	  range	  of	  disciplines	  to	  collect	  relevant	  information	  from	  cultural,	  sociological,	  
psychological,	  economic,	  and	  business	  studies	  perspectives.	  More	  importantly,	  this	  
transdisciplinary	  approach	  allows	  for	  a	  more	  in-­‐depth	  interrogation	  of	  the	  research	  
question.	  Theories	  of	  brand	  semiotics	  offer	  insightful	  tools	  enabling	  the	  creation	  of	  a	  
visual	  taxonomical	  structure	  for	  the	  review	  of	  luxury	  Chinese	  tropes	  informed	  by	  the	  
cultural	  and	  social	  changes	  in	  China,	  while	  the	  lens	  of	  sociology	  contributes	  to	  an	  
understanding	  of	  social,	  political	  and	  economic	  changes.	  The	  relationship	  between	  
branding	  and	  other	  disciplines	  forms	  the	  basis	  of	  an	  investigation	  into	  the	  phenomenon	  
of	  Chinese	  tropes	  in	  emerging	  LCBs.	  
	  
In	  order	  to	  set	  out	  the	  scope	  of	  the	  research	  project,	  the	  first	  section	  defines	  the	  term	  
‘Chinese	  trope’	  and	  its	  origin,	  and	  then	  goes	  on	  to	  sketch	  out	  the	  authentic	  meanings	  
and	  applications	  of	  some	  tropes	  from	  a	  historical	  point	  of	  view.	  This	  information	  
provides	  the	  necessary	  grounding	  for	  readers	  to	  be	  able	  to	  understand	  the	  originality	  of	  
Chinese	  tropes	  when	  compared	  to	  the	  typical	  brand	  semiotics	  of	  the	  twenty-­‐first	  
century.	  The	  second	  section	  is	  a	  literature	  review	  focused	  on	  putting	  the	  areas	  of	  luxury	  
and	  branding	  in	  a	  Chinese	  context.	  This	  section	  contributes	  to	  an	  understanding	  of	  
cultural	  expression	  in	  material	  culture	  and	  its	  interrelations	  with	  class,	  status,	  and	  
identity.	  The	  literature	  review	  aims	  to	  gain	  valuable	  insights	  into	  a	  set	  of	  theoretical	  
propositions	  as	  well	  as	  to	  construct	  a	  conceptual	  framework	  for	  hypothesis	  testing.	  The	  
third	  section	  on	  research	  methodology	  includes	  a	  multi	  qualitative	  method	  approach	  for	  
data	  collection.	  The	  methodology	  uses	  a	  visual	  taxonomy	  to	  trace	  the	  evolution	  of	  
emerging	  luxury	  Chinese	  branding	  practices	  from	  1994	  to	  2014	  and	  develops	  an	  
appropriate	  set	  of	  visual	  taxonomies	  of	  material	  objects	  and	  signs.	  Emerging	  LCBs	  from	  
both	  the	  mainland	  and	  the	  Hong	  Kong	  Special	  Administrative	  Region	  (SAR)	  were	  chosen	  
when	  designing	  the	  visual	  taxonomies.	  This	  made	  it	  possible	  to	  examine	  the	  similarities	  
and	  differences	  in	  design	  outcomes	  between	  the	  two	  geographical	  locations.	  The	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insightful	  data	  from	  the	  visual	  taxonomies	  will	  help	  to	  select	  potential	  brands	  for	  
multiple	  case	  studies	  during	  the	  next	  stage.	  
	  
The	  qualitative	  research	  approach	  of	  the	  multiple	  case	  studies	  is	  focused	  on	  semi-­‐
structured	  interviews	  with	  selected	  brand	  representatives	  and	  designers	  who	  have	  
knowledge	  and	  experience	  of	  luxury	  Chinese	  branding	  practices.	  The	  aim	  of	  the	  
interviews	  is	  to	  examine	  the	  ideas	  behind	  the	  LCB	  designs	  in	  relation	  to	  the	  use	  of	  
Chinese	  tropes.	  The	  multiple	  case	  studies	  also	  investigate	  the	  country	  of	  origin	  of	  brand	  
start-­‐up	  location(s),	  branch	  location(s),	  and	  the	  origin	  of	  brand	  operators,	  management	  
and	  designers.	  An	  analysis	  of	  the	  data	  and	  the	  findings	  in	  this	  study	  allows	  the	  creation	  
of	  a	  complete	  picture	  of	  Chinese	  tropes	  in	  modern	  Chinese	  branding	  practices.	  This	  gives	  
a	  fuller	  understanding	  of	  the	  brand	  semiotics	  behind	  the	  use	  of	  Chinese	  tropes.	  In	  
addition,	  the	  research	  project	  will	  define	  self-­‐identity,	  social	  identity	  and	  national	  
identity	  through	  Chinese	  signs	  in	  LCBs	  in	  a	  global	  context.	  As	  Evans	  points	  out,	  ‘the	  
designs	  of	  the	  past	  tell	  us	  a	  great	  deal	  about	  the	  individuals	  that	  produced	  them—their	  
sense	  of	  progress	  and	  development,	  their	  hopes	  and	  desires,	  their	  ambitions	  and	  sense	  
of	  self’	  (Evans,	  2008,	  p.	  4).
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Chapter	  1:	  The	  Trends	  of	  Chinese	  Tropes	  
	  
Chinese	  tropes,	  symbols	  and	  metaphors	  
This	  chapter	  aims	  to	  review	  the	  origin	  of	  ‘Chinese	  tropes’	  and	  how	  they	  have	  evolved	  in	  
Chinese	  history	  from	  as	  early	  as	  prehistoric	  times.	  ‘Chinese	  trope’	  is	  not	  a	  popular	  term	  
in	  English	  linguistics	  and	  is	  not	  commonly	  applied	  to	  its	  commercial	  use	  in	  a	  global	  
context.	  Its	  Chinese	  translation	  ‘中国转义’	  is	  not	  a	  phrase	  that	  would	  be	  frequently	  used	  
in	  Chinese	  linguistics.	  The	  term	  ‘trope’	  refers	  to	  rhetorical	  words,	  phrases	  or	  images	  that	  
express	  meaning	  in	  a	  figurative	  sense	  to	  create	  unusual	  effects.	  This	  research	  into	  
‘Chinese	  tropes’	  looks	  at	  expressive	  forms	  of	  visual	  representation	  of	  Chinese	  culture	  in	  
luxury	  Chinese	  branding	  practices.	  The	  investigation	  focuses	  on	  both	  the	  tangible	  and	  
intangible	  signs	  that	  have	  been	  applied	  to	  diverse	  material	  objects	  in	  luxury	  brand	  
communications	  since	  1994,	  when	  the	  first	  indications	  of	  the	  LCBs	  emerged	  in	  Hong	  
Kong	  SAR.	  No	  adequate	  study	  of	  the	  association	  of	  Chinese	  tropes	  with	  luxury	  Chinese	  
branding	  practices	  from	  a	  global	  perspective	  has	  yet	  been	  carried	  out,	  especially	  not	  
from	  the	  point	  of	  view	  of	  visual	  communication.	  Chinese	  tropes	  in	  Chinese	  ancient	  
history	  mostly	  take	  the	  form	  of	  visual	  symbols	  in	  association	  with	  the	  conventional	  
representations	  of	  objects	  and	  in	  the	  form	  of	  motifs	  that	  perform	  a	  decorative	  purpose	  
and	  convey	  messages.	  These	  symbols	  and	  motifs	  function	  as	  signs,	  having	  embedded	  in	  
them	  a	  variety	  of	  metaphors	  that	  express	  aspects	  of	  Chinese	  culture.	  The	  following	  
discussion	  will	  focus	  on	  the	  historical	  background	  of	  Chinese	  tropes.	  It	  explains	  the	  close	  
relationship	  between	  Chinese	  tropes	  and	  Chinese	  civilization.	  
	  
Chinese	  tropes	  have	  been	  presented	  in	  different	  forms	  throughout	  Chinese	  history.	  The	  
use	  of	  tropes	  in	  early	  prehistoric	  society	  was	  primarily	  in	  the	  form	  of	  motifs,	  which	  were	  
created	  by	  craftsmen,	  and	  found	  in	  carvings	  on	  pottery	  and	  stone,	  engravings	  on	  bronze,	  
gold	  and	  silver,	  and	  paintings	  on	  lacquer,	  ceramic	  and	  tile,	  as	  well	  as	  being	  embroidered	  
on	  textiles	  and	  applied	  variously	  in	  architecture	  (Shěn,	  2008;	  Zhang,	  2008;	  Gu,	  2010;	  
Shū,	  2012).	  The	  Chinese	  scholar	  Gu	  (2010)	  states	  that	  Chinese	  motifs	  have	  played	  a	  
significant	  role	  in	  Chinese	  tradition	  and	  culture,	  and	  these	  representations	  have	  evolved	  
alongside	  changes	  in	  economics,	  politics	  and	  culture	  in	  China.	  The	  most	  common	  use	  of	  
motifs	  was	  for	  decorative	  purposes	  on	  everyday	  objects.	  Popular	  motifs	  in	  any	  particular	  
	  
	  	   11	  
time	  period	  reflect	  the	  culture	  at	  that	  historical	  moment	  and	  became	  national	  symbols	  
as	  a	  part	  of	  Chinese	  heritage.	  There	  are	  hundreds	  of	  thousands	  of	  Chinese	  decorative	  
motifs,	  which	  are	  classified	  in	  different	  ways	  according	  to	  the	  different	  perspectives	  of	  
scholars.	  Gu’s	  review	  (2010)	  of	  conventional	  Chinese	  motifs	  (from	  prehistoric	  society	  to	  
1911)	  carefully	  catalogues	  the	  motifs	  in	  a	  chronological	  order,	  and	  further	  divides	  them	  
into	  categories	  to	  help	  to	  understand	  their	  evolution.	  Some	  motifs	  existed	  in	  more	  than	  
one	  historical	  era	  and	  were	  passed	  on	  from	  one	  generation	  to	  the	  next.	  For	  reference,	  
the	  relevant	  data	  from	  research	  by	  Chinese	  scholars	  of	  arts	  and	  crafts	  (Shěn,	  2008;	  Gu,	  
2010;	  Shū,	  2012)	  was	  collated	  and	  the	  popular	  motifs	  were	  categorized	  to	  create	  a	  list	  
by	  subject	  area:	  1)	  Geometric	  motifs;	  2)	  Animal	  motifs;	  3)	  Flower	  and	  bird	  motifs;	  4)	  
Auspicious	  motifs;	  5)	  Character	  (humans	  and	  gods)	  motifs;	  and	  6)	  Artefact	  motifs.	  These	  
motifs	  are	  unified	  in	  form	  but	  show	  variety	  in	  their	  visual	  interpretation	  in	  different	  
styles	  when	  applied	  to	  different	  objects.	  Signature	  Chinese	  motifs	  from	  prehistoric	  
society	  to	  modern	  times	  (Shěn,	  2008;	  Zhang,	  2008;	  Gu,	  2010;	  Shū,	  2012)	  have	  been	  
chosen	  from	  each	  category	  and	  are	  listed	  in	  a	  timeline	  (Department	  of	  Asian	  Art,	  2004;	  
Gu,	  2010)	  in	  Appendix	  1	  with	  relevant	  visual	  semiotic	  analysis—representations	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Beliefs	  and	  values	  of	  Chinese	  culture	  
It	  is	  easy	  to	  understand	  the	  basic	  meanings	  of	  Chinese	  tropes	  using	  the	  visual	  semiotic	  
analysis	  in	  Appendix	  1.	  With	  the	  5,000	  years	  of	  Chinese	  civilization,	  learning	  Chinese	  
culture	  would	  require	  a	  deep	  look	  into	  its	  cultural	  beliefs	  and	  values.	  Visual	  semiotic	  
analysis	  just	  gives	  a	  surface	  understanding	  of	  Chinese	  tropes;	  ways	  of	  constructing	  
denotations	  and	  various	  representations	  for	  connotation	  are	  critical	  in	  order	  to	  
understand	  the	  thoughts	  behind	  them.	  ‘The	  culture	  concerning	  Ji	  Xiang	  (吉祥) in	  
Chinese,	  which	  means	  auspiciousness,	  is	  an	  important	  part	  of	  traditional	  Chinese	  
culture’	  (Shū,	  2012,	  p.	  1).	  Shū	  cites	  the	  work	  Shuo	  Wen	  Jie	  Zi	  -­‐说⽂文解字’	  by Xu	  Shen	  
(许慎),	  a	  Chinese	  scholar	  of	  the	  Eastern	  Han	  Dynasty	  (A.D.	  25	  –	  220):	  ‘Ji	  (吉) means	  
goodness,	  and	  Xiang	  (祥) means	  blessings’	  (Shū,	  2012,	  p.	  1). This	  reflects	  the	  Chinese	  
fascination	  with	  blessings	  and	  good	  wishes,	  and	  Chinese	  people	  have	  been	  expressing	  
these	  beliefs	  in	  the	  form	  of	  motifs	  and	  symbols	  with	  metaphors	  for	  the	  last	  5,000	  years.	  	  
Chinese	  traditional	  values	  are	  influenced	  by	  the	  philosophies	  of	  three	  religious	  groups	  
(Yang	  1989	  cited	  in	  Lu,	  2008,	  p.	  36):	  Confucianism,	  which	  advocates	  social	  status,	  family,	  
respect	  and	  listening	  to	  others;	  Taoism,	  which	  supports	  respect	  for	  and	  harmony	  with	  
nature;	  and	  Buddhism,	  which	  recommends	  justice	  and	  predestination	  and	  emphasizes	  
the	  uselessness	  of	  luxury	  (Lu,	  2008).	  From	  the	  three	  groups,	  Confucianism	  was	  regarded	  
as	  the	  ‘state	  religion	  of	  China’	  until	  the	  late	  twentieth	  century	  (Lu,	  2008,	  p.	  47).	  Positive	  
philosophical	  thoughts	  and	  beliefs	  form	  the	  basis	  of	  social	  morals	  and	  virtue	  in	  China,	  
and	  have	  gradually	  established	  themselves	  as	  the	  traditional	  Chinese	  value	  system,	  
being	  passed	  down	  from	  generation	  to	  generation.	  In	  addition	  to	  the	  limited	  resources	  
in	  ancient	  times,	  people	  had	  no	  means	  of	  prolonging	  their	  lives,	  so	  blessings	  with	  
symbolic	  auspicious	  motifs	  became	  integral	  to	  the	  Chinese	  custom	  of	  wishing	  family	  
members,	  relatives	  and	  friends	  a	  prosperous	  life.	  
	  
The	  studies	  of	  symbolism	  and	  metaphors	  show	  that	  there	  are	  meanings	  in	  almost	  every	  
Chinese	  motif	  (Gu,	  2010;	  Shěn,	  2008;	  Zhang,	  2008;	  Shū,	  2012).	  These	  motifs	  have	  been	  
deployed	  singularly	  or	  repetitively	  as	  patterns.	  In	  some	  cases,	  the	  motifs	  were	  deployed	  
in	  different	  combinations	  in	  order	  to	  form	  a	  continuous	  blessing	  for	  the	  receiver.	  
Objects	  from	  daily	  life	  such	  as	  clothing	  and	  home	  accessories	  were	  the	  most	  popular	  
items	  to	  adorn	  with	  motifs	  in	  order	  to	  impart	  auspicious	  wishes	  and	  can	  be	  seen	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everywhere.	  Appendix	  1	  contains	  the	  connotations	  of	  conventional	  Chinese	  motifs	  in	  
visual	  semiotic	  analysis.	  In	  the	  geometric	  category,	  most	  of	  the	  motifs	  illustrate	  natural	  
phenomena,	  such	  as	  clouds	  and	  ripples.	  Human	  representations,	  such	  as	  the	  nipple	  and	  
even	  the	  early	  Chinese	  letter-­‐form	  characters,	  were	  also	  recorded	  in	  ancient	  times	  by	  
using	  simple	  geometric	  forms	  and	  shapes,	  and	  were	  mostly	  used	  in	  a	  repetitive	  pattern	  
that	  reflected	  the	  limitations	  of	  the	  drawing	  tools	  and	  skills	  of	  that	  period.	  The	  
symbolism	  of	  geometric	  motifs	  generally	  carried	  a	  single	  auspicious	  meaning	  that	  was	  
easy	  to	  understand	  for	  the	  viewer.	  Symbols	  of	  real	  animals	  and	  creatures	  from	  legends	  
and	  myths	  are	  included	  in	  the	  animal	  motifs	  category,	  where	  the	  symbolic	  meanings	  are	  
more	  complicated,	  thus	  the	  connotations	  may	  be	  difficult	  to	  understand	  by	  simply	  
looking	  at	  the	  visual	  representations.	  
	  
Among	  the	  animal	  motifs,	  the	  most	  popular	  is	  the	  dragon	  motif,	  which	  symbolises	  
power	  and	  strength.	  It	  has	  a	  comparatively	  large	  variety	  of	  representations	  to	  show	  its	  
momentum	  and	  imposing	  manner.	  In	  Shū’s	  study,	  Auspicious	  Designs	  of	  China,	  he	  
identifies	  the	  features	  of	  this	  ‘legendary	  creature’	  (Shū,	  2012,	  p.	  2)	  from	  its	  early	  ancient	  
recordings,	  where	  the	  dragon	  features	  ‘[the]	  antlers	  of	  a	  deer,	  [the]	  ears	  of	  a	  cow,	  [the]	  
head	  of	  a	  horse,	  [the]	  eyes	  of	  a	  rabbit,	  [the]	  body	  of	  a	  snake,	  [the]	  scales	  of	  a	  fish,	  the	  
palms	  [hooves]	  of	  a	  deer,	  [the]	  claws	  of	  an	  eagle’	  (Shū,	  2012,	  p.	  2).	  A	  wide	  range	  of	  
motifs	  was	  used	  to	  illustrate	  the	  different	  postures	  and	  gestures	  of	  dragon,	  including	  
‘Tuán	  Lóng	  (团⻰龙)’—dragon	  in	  a	  circle,	  ‘Zuò	  Lóng	  (坐⻰龙)’	  —crouching	  dragon,	  ‘Xíng	  Lóng	  
(⾏行⻰龙)’—walking	  dragon	  and	  ‘Yún	  Lóng	  (云⻰龙)’	  —dragon	  in	  the	  clouds	  (Gu,	  2010;	  Shū,	  
2012).	  In	  fact,	  different	  features	  of	  the	  dragon	  differ	  from	  dynasty	  to	  dynasty	  (Gu,	  2010).	  
Gu	  (2010)	  has	  also	  studied	  the	  dragon	  motifs	  in	  detail	  and	  divided	  them	  into	  four	  types:	  
1)	  ‘Jiāo	  Lóng	  (蛟⻰龙)’	  —dragon	  with	  scales;	  2)	  ‘Yīng	  Lóng	  (应⻰龙)’	  —dragon	  with	  wings;	  3)	  
‘Qiú	  Lóng	  (虬⻰龙)’—dragon	  with	  horns;	  and	  4)	  ‘Qīng	  Lóng	  (蜻⻰龙)’	  —dragon	  without	  horns.	  
The	  range	  of	  dragon	  motifs	  shows	  that	  Chinese	  people	  were	  fascinated	  by	  the	  dragon,	  
and	  did	  not	  limit	  their	  imaginings	  to	  a	  creature	  that	  only	  appears	  in	  legends	  and	  myths.	  
From	  all	  these	  styles,	  the	  walking	  dragon—Xíng	  Lóng,	  appears	  in	  numerous	  
merchandises	  with	  a	  similar	  representation,	  suggesting	  that	  they	  are	  derived	  from	  the	  
same	  source.	  With	  such	  number	  of	  dragon	  references	  in	  Chinese	  history,	  the	  question	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arises	  of	  why	  brand	  designers	  have	  used	  such	  limited	  interpretations	  of	  dragon	  motifs	  in	  
contemporary	  designs.	  	  	  
	  
In	  addition,	  the	  essence	  of	  dragon	  motifs	  should	  take	  into	  account	  the	  number	  of	  claws,	  
which	  represent	  different	  levels	  of	  power	  in	  the	  state.	  In	  particular,	  in	  the	  Zhou	  Dynasty	  
(ca.	  1050	  –	  256	  B.C.),	  dragon	  motifs	  with	  five	  claws	  were	  restricted	  for	  use	  by	  the	  
Emperor	  (天⼦子),	  dragon	  motifs	  with	  four	  claws	  were	  for	  dukes	  (诸侯), whilst	  the	  three-­‐
claw	  dragon	  motifs	  were	  for	  doctors	  (⼤大夫) (Gu,	  2010).	  The	  dragon	  is	  known	  for	  its	  
popularity,	  is	  regarded	  as	  the	  most	  influential	  motif,	  and	  has	  lasted	  for	  centuries	  in	  
Chinese	  civilization.	  It	  was	  unforgivable	  to	  adopt	  a	  dragon	  motif	  that	  did	  not	  match	  the	  
status	  of	  a	  person	  in	  historical	  China.	  However,	  four-­‐claw	  and	  five	  claw	  dragon	  motifs	  
are	  commonly	  found	  in	  modern	  designs	  of	  European	  and	  Chinese	  brands.	  This	  shows	  a	  
disregard	  for	  authentic	  symbolism.	  As	  for	  constructing	  denotations	  of	  Chinese	  tropes,	  
there	  is	  no	  system	  or	  rule	  in	  the	  generation	  of	  a	  motif	  and	  no	  standardized	  meaning.	  In	  
the	  period	  during	  which	  geometric	  motifs	  emerged	  in	  prehistoric	  society,	  the	  
observation	  of	  objects	  in	  the	  natural	  environment,	  such	  as	  moving	  clouds	  and	  rippling	  
water	  as	  well	  as	  the	  forms	  and	  behaviours	  of	  animals,	  provided	  ideas	  to	  illustrate	  these	  
natural	  forms	  into	  pictographs.	  Many	  images	  were	  transformed	  into	  figurative	  visual	  
representations,	  but	  a	  number	  of	  Chinese	  signature	  motifs	  include	  meanings	  beyond	  the	  
literal.	  A	  metaphor	  might	  be	  created	  by	  two	  homonymous	  words	  to	  transfer	  a	  particular	  
meaning	  from	  one	  to	  the	  other.	  For	  instance,	  the	  denotation	  of	  ‘Yú—Fish	  (⿂魚)’	  is	  a	  
homonym	  of	  ‘Yú (余)’—connotes	  remainder	  and	  surplus,	  whilst	  ‘Fú—Bat	  (蝠)’	  is	  a	  
homonym	  of	  ‘Fú	  (福)’—connoting	  good	  fortune.	  Flower	  and	  bird	  motifs	  also	  use	  
homonyms:	  a	  bird	  couple	  ‘Yuan	  yang	  (鸳鸯)’	  is	  a	  homonym	  of	  ‘Yin	  yang	  (阴阳)’—
connoting	  tangible	  dualities	  that	  relate	  to	  one	  another.	  The	  lotus	  motif	  was	  popularly	  
used	  to	  connote	  purity	  as	  it	  grows	  in	  mud	  but	  keeps	  its	  blossoms	  clean.	  The	  lotus	  in	  the	  
Chinese	  word	  ‘Lián	  (莲)’	  is	  a	  homonym	  of	  ‘Lián	  (廉)’,	  which	  connotes	  nobility	  and	  purity.	  
This	  use	  of	  homonyms	  in	  motifs	  also	  appears	  in	  in	  the	  auspicious	  category,	  where	  
homonyms	  of	  Chinese	  characters	  are	  deployed	  to	  give	  them	  a	  lucky	  meaning	  to	  connote	  
wishes	  for	  prosperity.	  The	  Chinese	  character	  of	  ‘Xǐ	  (喜)’	  means	  happiness	  is	  a	  homonym	  
of	  ‘Xǐ	  (囍)’	  —connoting	  double-­‐happiness.	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Another	  way	  to	  generate	  a	  Chinese	  motif	  is	  to	  associate	  one	  form	  of	  a	  Chinese	  character	  
with	  its	  direct	  definition.	  This	  refers	  to	  the	  transformation	  of	  a	  Chinese	  letterform	  to	  
create	  a	  repetitive	  pattern	  and	  create	  different	  variations	  of	  visual	  forms	  that	  retain	  the	  
meanings	  of	  the	  character.	  In	  the	  Auspicious	  category,	  ‘Wàn	  (卍)’,	  a	  symbol	  representing	  
the	  ‘circle	  of	  life’	  in	  Buddhism	  and	  connoting	  eternity,	  is	  commonly	  found	  in	  repetitive	  
motifs	  used	  for	  decorative	  purposes,	  whilst	  another	  two	  auspicious	  characters	  ‘Shòu	  	  
(寿)’,	  meaning	  long	  lifespan,	  and	  ‘Wàn	  (万)’,	  meaning	  ten	  thousand,	  have	  been	  
transformed	  into	  hundreds	  of	  thousands	  of	  forms	  to	  express	  wishes	  for	  longevity	  and	  
prosperity.	  Without	  any	  knowledge	  of	  Chinese	  languages	  and	  culture,	  viewers	  have	  no	  
idea	  about	  the	  correlation	  between	  homonyms	  and	  cannot	  understand	  the	  various	  
forms	  a	  single	  Chinese	  character	  can	  take.	  
	  
The	  motifs	  in	  the	  Character	  category,	  both	  human	  and	  deity,	  which	  based	  on	  narratives	  
from	  legends	  and	  myths,	  project	  self-­‐affirmation.	  Popular	  motifs	  from	  this	  category,	  like	  
the	  ‘maid	  of	  honour’,	  show	  a	  clear	  picture	  of	  the	  lifestyle	  of	  females	  and	  reflect	  the	  class	  
structure	  in	  ancient	  times.	  Another	  common	  motif,	  ‘children-­‐playing’,	  which	  symbolizes	  
a	  wish	  for	  flourishing	  descendants,	  reflects	  the	  lifestyles	  of	  children	  from	  the	  upper	  
class.	  The	  ancient	  Chinese	  people	  illustrated	  scenes	  of	  luxury	  lifestyles,	  projecting	  their	  
wishes	  for	  succeeding	  generations.	  They	  also	  collected	  the	  powerful	  tools	  that	  allowed	  
the	  eight	  Taoist	  immortals	  from	  mythology	  to	  help	  ordinary	  people	  on	  earth,	  and	  
converted	  these	  tools	  into	  motifs	  to	  symbolize	  wishes	  for	  health,	  longevity	  and	  
prosperity	  in	  life.	  The	  last	  category,	  the	  artefact	  motif,	  refers	  to	  the	  decorative	  
ornamentation	  of	  artefacts.	  Of	  all	  ornamentations,	  landscape	  and	  wave	  motifs	  are	  the	  
two	  popular	  decorations	  in	  Chinese	  art.	  Landscape	  motifs	  symbolise	  respect	  for	  nature,	  
while	  wave	  motifs	  connote	  a	  forceful	  and	  imposing	  manner.	  Thus,	  these	  motifs	  are	  
found	  on	  the	  embroidery	  of	  emperors’	  costumes.	  Although	  this	  category	  has	  less	  variety	  
in	  its	  motif	  design,	  it	  has	  had	  a	  huge	  influence	  on	  the	  development	  of	  ornamentation	  in	  
Chinese	  arts	  and	  crafts	  (Gu,	  2010).	  Compared	  to	  the	  Artefact	  category,	  the	  Character	  
category	  has	  less	  exposure	  in	  modern	  design	  since	  the	  illustrations	  of	  human	  features—
in	  particular	  the	  costumes—are	  out-­‐dated	  and	  do	  not	  fit	  in	  any	  modern	  designs.	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Figures	  13	  -­‐	  36,	  which	  illustrate	  the	  signature	  Chinese	  motifs	  from	  prehistoric	  times	  to	  
the	  twenty-­‐first	  century,	  show	  how	  Chinese	  philosophical	  thought	  and	  beliefs	  have	  been	  
transformed	  into	  all	  kinds	  of	  motifs	  based	  on	  objects	  from	  real	  life	  and	  from	  
mythological	  stories.	  These	  Chinese	  motifs	  convey	  auspicious	  wishes,	  the	  majority	  of	  
which	  are	  related	  to	  luck,	  wealth,	  fortune,	  joy	  and	  longevity,	  as	  well	  as	  expressing	  the	  
desire	  for	  harmony	  in	  the	  family,	  in	  workplace	  communication	  and	  in	  human	  
relationships.	  The	  motifs	  project	  Chinese	  ideas	  about	  wellbeing	  onto	  every	  aspect	  of	  life,	  
which	  is	  arguably	  the	  ultimate	  goal	  for	  human	  beings.	  These	  cultural	  beliefs	  have	  
bonded	  Chinese	  communities	  together,	  and	  reinforced	  the	  cultural	  and	  ethical	  values	  
that	  are	  passed	  on	  from	  generation	  to	  generation.	  ‘Chinatown	  (唐⼈人街)’,	  a	  signature	  
district	  of	  overseas	  Chinese	  communities	  existing	  in	  most	  of	  the	  major	  cities	  in	  the	  
world,	  shows	  how	  Chinese	  ethnic	  groups	  can	  bridge	  their	  differences	  and	  bond	  together	  
outside	  the	  mainland	  China	  region,	  selling	  authentic	  Chinese	  food	  and	  goods	  without	  
being	  ruled	  by	  any	  official	  organization,	  but	  only	  sharing	  the	  same	  cultural	  beliefs.	  
According	  to	  a	  study	  of	  Chinatowns	  (Chinatownology,	  2015),	  there	  are	  currently	  35	  
Chinatowns	  in	  19	  countries	  over	  Asia,	  Europe	  and	  USA.	  Conventional	  Chinese	  motifs	  are	  
inevitably	  deployed	  as	  the	  visual	  representations	  of	  China,	  and	  are	  commonly	  found	  in	  
decorations	  in	  Chinatowns	  all	  over	  the	  world.	  Somehow,	  both	  these	  Chinese	  motifs	  and	  
Chinatowns	  have	  become	  stereotypical	  Chinese	  tropes	  to	  global	  audiences.	  
	  
Following	  the	  analysis	  of	  Chinese	  tropes	  above,	  it	  is	  not	  possible	  to	  describe	  the	  motifs	  
and	  give	  a	  literal	  definition	  in	  some	  cases,	  especially	  for	  the	  motifs	  of	  characters	  from	  
mythology	  and	  Chinese	  characters.	  Those	  motifs	  that	  generate	  symbolism	  through	  
homonyms	  not	  only	  carry	  no	  meaning	  to	  people	  from	  the	  West,	  they	  also	  pose	  difficulty	  
in	  interpretation	  for	  ethnic	  Chinese	  people	  of	  the	  younger	  generation	  who	  lack	  
traditional	  Chinese	  cultural	  knowledge.	  This	  raises	  a	  number	  of	  questions	  about	  how	  
effectively	  conventional	  Chinese	  tropes	  can	  deliver	  authentic	  meanings	  to	  viewers	  in	  
contemporary	  society.	  What	  ideologies	  are	  ascribed	  to	  the	  ‘East’	  and	  ‘the	  Orient’	  from	  
the	  viewpoint	  of	  the	  ‘West’	  and	  outsiders?	  The	  following	  section	  is	  a	  review	  of	  Edward	  
Said’s	  Orientalism	  that	  provides	  an	  insight,	  from	  a	  Western	  perspective,	  into	  the	  ‘East’	  
as	  opposed	  to	  the	  ‘West’	  from	  the	  seventeenth	  to	  the	  early	  twenty-­‐first	  centuries.	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A	  field	  of	  learned	  study	  of	  Orientalism	  
To	  gain	  an	  in-­‐depth	  understanding	  of	  the	  Western	  perspectives	  of	  ‘the	  mysterious	  East’	  
(Said,	  1994,	  p.	  xi),	  this	  study	  will	  draw	  on	  the	  literature	  about	  the	  idea	  of	  ‘Orientalism’	  as	  
defined	  by	  Palestinian	  American	  Academic	  Edward	  Said.	  Said	  (1978)	  describes	  
‘Orientalism’	  as	  ‘an	  imaginative	  geography	  and	  its	  representations’,	  which	  he	  defines	  as	  
‘a	  style	  of	  thought’	  in	  history	  and	  a	  tradition	  based	  on	  the	  ontological	  and	  
epistemological	  distinction	  between	  two	  geographical	  entities:	  ‘the	  Orient’	  (the	  East)	  
and	  ‘the	  Occident’	  (the	  West).	  The	  idea	  of	  ‘Occidentalism’	  emerged	  from	  the	  affirmation	  
of	  the	  existence	  of	  a	  European	  sensibility	  and	  Western	  cultural	  practices	  by	  the	  ‘West’	  
(Said,	  1994,	  p.	  230).	  ‘Occidentalism’	  has	  been	  used	  as	  a	  reference	  to	  shape	  the	  concept	  
of	  ‘the	  Orient’	  and	  has	  resulted	  in	  the	  term	  Orientalism,	  by	  which	  the	  West	  is	  
distinguished	  from	  ‘the	  other’	  by	  resistance	  and	  opposition	  (Said,	  1994,	  p.	  230)	  in	  order	  
to	  define	  Western	  identity	  (Said,	  1978).	  Said	  (1978,	  p.	  1)	  claims	  that	  the	  Orient	  is,	  for	  
Europe,	  the	  ‘source	  of	  its	  civilizations	  and	  languages,	  its	  cultural	  contestant’,	  and	  that	  it	  
is	  ‘an	  integral	  part	  of	  European	  material	  civilization	  and	  culture’.	  Said	  reaffirms	  the	  
importance	  of	  the	  imagined	  ‘Orient’	  for	  Europeans	  with,	  for	  the	  most	  part,	  no	  personal	  
experiences	  of	  the	  East.	  Arguably,	  this	  broader	  division	  between	  the	  two	  fields	  of	  
Occidentalism	  and	  Orientalism	  was	  arbitrary	  and	  sought	  to	  generalize	  the	  concept	  for	  
world	  study,	  limiting	  the	  invention	  of	  other	  possibilities.	  Said	  refers	  to	  Orientalism	  as	  ‘a	  
field	  of	  learned	  study’	  (1978,	  p.	  49)	  from	  the	  West	  since	  the	  eighteenth	  century.	  He	  
states	  that:	  
	  
Any	  account	  of	  Orientalism	  would	  have	  to	  consider	  not	  only	  the	  
professional	  Orientalist	  and	  his	  work,	  but	  also	  the	  very	  notion	  of	  a	  field	  of	  
study	  based	  on	  a	  geographical,	  cultural,	  linguistic,	  and	  ethnic	  unit	  called	  the	  
Orient.	  (Said,	  1978,	  pp.	  50	  -­‐	  51)	  
	  
By	  noticing	  the	  limited	  sources	  for	  generating	  the	  concept	  of	  Orientalism,	  Said	  suggests	  
that	  one	  should	  examine	  thoroughly	  ‘Orientalism	  as	  a	  discourse’	  in	  order	  to	  better	  
understand	  the	  systematic	  discipline	  (Said,	  1978,	  p.	  3).	  Despite	  the	  ideological	  
constraints	  and	  the	  alien	  culture	  of	  ‘the	  Orient’	  (Edgar	  and	  Sedgwick,	  2002),	  Said	  (1994)	  
defines	  cultural	  practices	  as	  communication	  and	  representation	  existing	  in	  aesthetic	  
forms,	  which	  reflect	  the	  economic,	  social	  and	  political	  realms.	  According	  to	  the	  social-­‐
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cultural	  anthropologist,	  Arjun	  Appadurai,	  the	  Orient	  is	  a	  ‘cultural	  economy	  of	  distance’	  
and	  a	  ‘driving	  force	  of	  merchants,	  trade,	  and	  commodities,	  especially	  of	  the	  ‘	  “luxury	  
variety”	  ’	  (Appadurai,	  cited	  in	  Clark,	  2009b,	  p.	  178),	  whilst	  Said	  indicates	  that	  cultures	  
are	  defined	  nationally	  (1994,	  p.	  14).	  It	  is	  arguable	  that	  the	  term	  ‘Orient’	  is	  a	  cultural	  term	  
rather	  than	  a	  geographical	  one.	  Thus	  artistic	  and	  cultural	  Chinoiserie,	  Turquerie	  and	  
Indiennerie,	  referring	  to	  the	  cultures	  of	  China,	  Turkey	  and	  India	  respectively,	  are	  all	  
within	  the	  scope	  of	  Orientalism	  (Geczy,	  2013,	  pp.	  41	  -­‐	  84).	  The	  sense	  of	  ‘the	  Orient’	  is	  
generated	  by	  the	  imagination	  and	  has	  changed	  in	  scope	  over	  the	  centuries.	  	  Because	  of	  
the	  constantly	  changing	  nature	  of	  its	  subject	  matter,	  it	  is,	  therefore,	  impossible	  to	  have	  
one	  universal	  definition	  of	  Orientalism	  (Said,	  1978,	  p.	  50).	  Through	  this	  understanding,	  
Said	  (1994)	  extended	  the	  idea	  of	  the	  ‘Middle	  East’	  as	  ‘the	  Orient’	  to	  encompass	  
‘overseas	  territories’	  in	  general.	  Drawing	  on	  Orientalism,	  it	  would	  be	  too	  ambitious	  for	  
this	  study	  to	  take	  on	  this	  generalization	  of	  ‘the	  Orient’	  and	  analyse	  the	  whole	  cultural	  
context	  of	  the	  ‘overseas	  territories’	  as	  one.	  Hence,	  this	  study	  of	  Chinese	  tropes	  takes	  the	  
notion	  of	  Orientalism,	  and	  applies	  it	  to	  the	  concept	  of	  Chinoiserie	  (derived	  from	  the	  
French	  word	  ‘Chinois’	  for	  Chinese)	  (Evans,	  2008,	  p.	  116).	  This	  provides	  a	  focal	  point	  for	  
studying	  the	  trend	  of	  the	  oriental	  style	  by	  looking	  into	  the	  context	  of	  the	  Chinese	  
artefacts.	  
	  
Chinoiserie,	  is	  a	  decorative	  style	  inspired	  by	  the	  art	  and	  design	  of	  various	  Asian	  
countries,	  in	  particular	  China	  that	  was	  popular	  in	  interior	  decoration	  in	  the	  seventeenth	  
and	  eighteenth	  centuries	  in	  Europe	  (Evans,	  2008).	  Pattern	  publications	  (Evans,	  2008;	  
Newall	  and	  Unwin,	  2011)	  record	  that	  the	  Dutch	  East	  India	  Company	  imported	  large	  
quantities	  of	  luxurious	  Chinese	  commodities,	  such	  as	  silks,	  embroideries,	  lacquers	  and	  
ceramics	  into	  Europe	  in	  the	  seventeenth	  century.	  Western	  designers	  were	  fascinated	  by	  
the	  fabulous	  Chinese	  craftsmanship	  and	  the	  detailed,	  exotic	  decorative	  patterns	  in	  the	  
Chinese	  art	  and	  design.	  Chinese	  decorative	  artefacts	  and	  material	  culture	  provided	  
tremendous	  sources	  of	  inspiration	  for	  Western	  designer-­‐makers	  and	  had	  generating	  a	  
hybrid	  oriental	  design	  style,	  Chinoiserie,	  which	  was	  popular	  from	  1725	  to	  1778	  (Newall	  
and	  Unwin,	  2011),	  and	  hit	  its	  peak	  between	  1750	  and	  1765	  (Evans,	  2008,	  p.	  116).	  The	  
notable	  oriental-­‐style	  designs	  created	  by	  historical	  and	  cultural	  interchange	  reflected	  
Europe’s	  enchantment	  with	  China	  over	  the	  centuries.	  However,	  most	  Western	  pattern	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makers	  had	  no	  idea	  of	  the	  complex	  meanings	  of	  the	  Chinese	  motifs	  and	  their	  associated	  
connotations	  (Evans,	  2008).	  According	  to	  Evans	  (2008),	  the	  Chinoiserie	  ornaments	  
contain	  exotic	  and	  witty	  attributes	  with	  ‘asymmetric	  disposition	  of	  design,	  stylized	  
landscapes	  and	  mysterious	  robed	  figures’	  that	  greatly	  inspired	  the	  luxury	  market	  in	  
Europe	  at	  the	  time	  (Evans,	  2008,	  p.	  116).	  
	  
The	  impact	  of	  the	  Chinoiserie	  in	  fashion	  was	  enormous	  and	  various	  styles	  of	  oriental	  
clothing	  were	  imported	  to	  the	  West	  in	  the	  seventeenth	  and	  eighteenth	  centuries.	  
Banyans	  and	  fans	  were	  regarded	  as	  the	  epitome	  of	  oriental	  costume	  (Geczy,	  2013,	  p.	  
48).	  The	  signature	  of	  banyans	  included	  the	  robe	  de	  chambre	  (English	  morning	  dress	  and	  
the	  smoking	  jacket)—the	  name	  may	  possibly	  come	  from	  the	  robe	  of	  Chinese	  emperor.	  	  
From	  the	  late	  seventeenth	  century	  to	  the	  mid	  eighteenth	  century,	  the	  banyan	  
communicated	  a	  sense	  of	  ‘intrepid	  thinkers	  and	  adventurous	  spirit’	  with	  indications	  of	  
‘intellectual	  manhood’	  (Geczy,	  2013,	  p.	  49).	  Another	  distinctive	  oriental	  object,	  the	  
folding	  fan,	  a	  symbol	  of	  style	  in	  the	  West,	  was	  manufactured	  in	  China	  but	  was	  not	  
actually	  popular	  in	  Chinese	  society	  in	  the	  eighteenth	  century	  (Geczy,	  2013).	  This	  reflects	  
how	  Chinoiserie	  could	  differ	  from	  the	  authentic	  Chinese	  objects	  and	  signs,	  and	  the	  
Chinoiserie	  style	  could	  even	  evolve	  and	  generate	  designs	  that	  did	  not	  exist	  in	  China.	  
Although	  some	  terminology	  has	  emerged	  to	  describe	  the	  style	  of	  ‘Chinoiserie’,	  such	  as	  
‘dubbed	  Europerie’	  or	  ‘hybridized	  Chinese-­‐Western’	  (Geczy,	  2013),	  the	  existence	  of	  
Chinoiserie	  could	  be	  regarded	  as	  a	  distinctive	  taste	  emerging	  from	  a	  way	  of	  trying	  to	  
understand	  the	  differences	  between	  the	  two	  continents.	  Evans	  raises	  the	  ‘issues	  of	  
cultural	  shoplifting’	  to	  describe	  the	  ground	  of	  Chinoiserie	  (2008,	  p.	  5),	  i.e.	  borrowing	  
motifs	  and	  materials	  from	  other	  civilizations	  to	  inform	  and	  inspire	  European	  designer-­‐
makers.	  
	  
Objects	  in	  the	  Chinoiserie	  style	  were	  continuously	  in	  fashion	  in	  the	  nineteenth	  and	  
twentieth	  centuries.	  In	  1977,	  international	  brand	  Yves	  Saint	  Laurent	  (YSL)	  launched	  a	  
perfume	  named	  Opium	  with	  a	  bamboo	  motif	  decoration	  on	  the	  product.	  Bamboo	  was	  
associated	  with	  the	  opium	  trade	  in	  China.	  The	  negative	  connotations	  of	  opium	  as	  an	  
addictive	  drug	  resulted	  in	  objections	  and	  calls	  for	  the	  name	  to	  be	  changed	  from	  
America’s	  Chinese	  community.	  Despite	  the	  objections	  to	  the	  name,	  the	  photographic	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images	  in	  the	  advertising	  campaign	  for	  Opium	  projected	  the	  ‘earthly	  paradise	  of	  endless	  
pleasures	  of	  the	  flesh’	  (Geczy,	  2013,	  p.	  165).	  The	  aesthetics	  were	  appreciated	  in	  the	  
West	  and	  this	  certainly	  affirmed	  the	  high	  standing	  of	  Chinoiserie	  in	  art	  and	  design.	  In	  the	  
garment	  sector,	  Western	  fashion	  designers	  have	  always	  embraced	  the	  visual	  elements	  
and	  expressions	  of	  Chinese	  tropes—in	  particular,	  the	  three	  signature	  garments	  of	  the	  
Mancho	  robe	  (the	  fashion	  of	  the	  last	  dynasty	  of	  China),	  the	  qipao	  (旗袍)	  (cheongsam)	  
and	  the	  Zhong-­‐shan	  suit	  	  (中⼭山装)	  (named	  after	  Sun	  Yat-­‐sen	  (孙逸仙),	  the	  first	  president	  
and	  founding	  father	  of	  the	  Republic	  of	  China	  (known	  to	  Chinese	  as	  Sun	  Chung-­‐shan	  (孙
中⼭山)),	  but	  more	  famous	  as	  a	  Mao	  suit	  (named	  after	  Chairman	  Mao	  Ze-­‐dong	  
(⽑毛泽东主席))—as	  a	  blueprint	  to	  celebrate	  the	  shifting	  identities	  of	  a	  new	  era	  (from	  
dynastic	  rule	  to	  the	  People’s	  Republic	  of	  China)	  (Bolton,	  2015).	  Western	  fashion	  
designers	  were	  fascinated	  with	  the	  oriental	  motifs	  of	  clouds,	  waves,	  mountain	  peaks	  
and	  dragons	  found	  on	  the	  imperial	  robes,	  and	  the	  symbolic	  expression	  of	  ‘imagistic	  
splendour	  and	  richness’	  (Bolton,	  2015,	  p.	  19).	  Some	  of	  the	  designers	  admired	  the	  ‘close-­‐
fitting’	  cut	  of	  the	  qipao	  and	  its	  glamour	  and	  charm.	  These	  inspiring	  sources	  of	  Chinese	  
objects	  generated	  a	  sense	  of	  Orientalism,	  with	  Andrew	  Bolton,	  curator	  of	  the	  Costume	  
Institute	  of	  the	  Metropolitan	  Museum	  of	  Art,	  New	  York,	  claiming	  that	  this	  was	  ‘a	  
performative	  act—a	  means	  of	  self-­‐staging	  through	  cultural	  plurality’	  where	  designers	  
were	  literally	  drawn	  to	  the	  aesthetics	  of	  the	  superficiality	  of	  the	  objects	  (2015,	  p.	  19).	  
	  
The	  renowned	  British	  fashion	  designer,	  John	  Galliano,	  has	  been	  very	  much	  drawn	  to	  
Chinese	  fantasy	  on	  his	  design	  journey.	  He	  claims	  that	  his	  notion	  of	  China	  was	  generated	  
through	  research	  into	  the	  sources	  of	  painting,	  literature,	  photos,	  architecture	  and,	  in	  
particular,	  the	  Hollywood	  movies	  of	  the	  1930s	  and	  1940s	  featuring	  Anna	  May	  Wong	  (an	  
American-­‐born	  Chinese	  actress)	  before	  the	  personal	  experience	  of	  his	  first	  visit	  to	  China	  
in	  2002.	  Most	  controversially,	  Galliano’s	  1993	  spring	  summer	  collection,	  ‘Olivia	  the	  
Filibuster’,	  was	  inspired	  by	  the	  images	  of	  Anna	  May	  Wong	  who	  dressed	  in	  qipaos	  of	  
various	  oriental	  styles	  that	  were	  unforgettable	  (Bolton,	  2015,	  p.	  230).	  In	  his	  several	  
collections	  for	  different	  international	  brands,	  Galliano	  has	  continued	  to	  indulge	  his	  
passion	  for	  Chinese	  tropes	  like	  an	  ‘ethnographer’	  (Bolton,	  2015,	  p.	  234)	  without	  any	  
field	  trip	  research.	  He	  has	  created	  outstanding	  Chinoiserie	  fashion	  designs	  simply	  
inspired	  by	  the	  orient	  featured	  in	  virtual	  images,	  such	  as	  the	  Shanghai	  calendar	  girls	  of	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the	  1920s,	  the	  handover	  of	  Hong	  Kong,	  the	  Chinese	  minority	  group	  the	  Miao,	  and	  even	  
Chinese	  military	  uniforms.	  This	  is	  evidence	  of	  the	  popularity	  of	  imagined	  and	  ideological	  
Chinoiserie	  fashion	  in	  the	  international	  luxury	  market.	  In	  fact,	  the	  2002	  research	  field	  
trip	  was	  an	  eye-­‐opening	  experience	  for	  Galliano,	  who	  describes	  being	  ‘blown	  away’	  on	  
the	  visit,	  which	  ‘unfolded	  over	  three	  weeks’.	  He	  was	  impressed	  by	  the	  contrasting	  
mixture	  of	  metropolitan	  and	  rural	  life	  in	  the	  real	  China	  that	  provided	  the	  designer	  with	  
unlimited	  inspiration	  for	  his	  designs,	  which	  demonstrate	  an	  attention	  to	  detail	  in	  shapes	  
and	  styles	  as	  well	  as	  workmanship	  instead	  of	  the	  surrealistic	  Chinoiserie	  stereotype.	  	  
	  
An	  exhibition	  named	  ‘China:	  Through	  the	  Looking	  Glass’	  at	  the	  Metropolitan	  Museum	  of	  
Art,	  New	  York	  in	  2015,	  collected	  all	  the	  signature	  international	  Chinoiserie	  fashions	  
created	  by	  Western	  designers	  who	  have	  been	  influenced	  by	  Chinese	  tropes.	  Based	  on	  
the	  impact	  of	  the	  Chinese	  art,	  films	  and	  aesthetics	  in	  the	  last	  few	  centuries,	  this	  
exhibition	  aimed	  to	  express	  the	  ‘Chinese	  aesthetic	  and	  cultural	  traditions’	  (Bolton,	  
2015).	  The	  collection	  exhibited	  the	  distinctive	  Chinoiserie	  designs	  of	  international	  brands	  
such	  as	  Christian	  Dior,	  Alexander	  McQueen,	  and	  Yves	  Saint	  Laurent.	  Wong	  Kar	  Wai,	  the	  
renowned	  Hong	  Kong	  film	  director	  and	  the	  artistic	  director	  of	  the	  exhibition,	  devised	  the	  
Chinese	  title	  of	  the	  exhibition,	  ‘镜花⽔水⽉月—Mirror	  Flower	  Water	  Moon’,	  a	  phrase	  taken	  
from	  a	  poem	  by	  the	  Chinese	  poet	  Pei	  Xiu	  from	  the	  Tang	  dynasty:	  ‘Like	  the	  moon	  in	  the	  
water,	  the	  image	  on	  a	  mirror/It	  comes	  and	  goes,	  with	  no	  inherent	  reality’.	  Wong	  
emphasises	  that:	  ‘what	  appears	  does	  not	  correlate	  with	  reality.	  The	  aesthetic	  experience	  
might	  also	  be	  at	  variance’	  (Bolton,	  2015,	  p.	  10).	  This	  statement	  implies	  that	  the	  oriental	  
style	  designs	  from	  the	  West	  do	  not correspond	  to	  what	  people	  see	  in	  the	  real	  China,	  and	  
that	  the	  interpretation	  of	  the	  designs	  by	  readers	  varies	  in	  a	  constantly	  changing	  context.	  
This	  fits	  with	  the	  idea	  of	  Orientalism	  and	  Chinoiserie	  and	  an	  understanding	  of	  Chinese	  
tropes	  in	  a	  global	  context.	  ‘Orientalism	  is	  the	  vast	  and	  deep	  reservoir	  for	  all	  kinds	  of	  
presumption’	  (Geczy,	  2013,	  p.	  167).	  It	  is	  necessary	  to	  question	  how	  different	  the	  
imagery	  is	  from	  the	  real	  China.	  Galliano	  was	  fascinated	  by	  what	  he	  saw	  on	  his	  field	  trip	  
visit	  to	  China	  in	  2002.	  To	  know	  the	  surface	  of	  a	  culture	  is	  very	  different	  from	  having	  a	  
personal	  experience.	  As	  Roland	  Barthes	  points	  out:	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In	  the	  consideration	  of	  the	  Orient,	  are	  not	  other	  symbols,	  another	  
metaphysics,	  another	  wisdom;	  it	  is	  the	  possibility	  of	  a	  difference,	  a	  
mutation,	  a	  revolution	  in	  the	  propriety	  of	  symbolic	  systems	  …	  today	  there	  
are	  doubtless	  a	  thousand	  things	  to	  learn	  about	  the	  Orient	  …	  a	  slender	  
thread	  of	  light	  searches	  out	  not	  other	  symbols	  but	  the	  very	  fissure	  of	  the	  
symbolic.	  (Barthes,	  1970,	  pp.	  3-­‐4)	  
	  
In	  the	  globalised	  world	  of	  the	  twentieth	  century,	  Orientalism	  moved	  worldwide	  and	  
evolved	  within	  different	  cultural	  contexts	  (Appadurai,	  1996).	  Thus,	  transorientalism,	  to	  
use	  Geczy’s	  term	  (2013,	  p.	  157),	  ‘denotes	  a	  state	  beyond	  the	  original	  type	  but	  also	  a	  
movement	  across	  different	  spheres	  of	  activity,	  germane	  to	  the	  flows	  and	  biases	  of	  
globalization’.	  Without	  knowing	  the	  language,	  it	  would	  be	  a	  challenge	  for	  people	  to	  
decode	  a	  symbolic	  system.	  Geczy	  cites	  Roland	  Barthes’s	  description	  of	  the	  ‘ideal	  state	  of	  
Orientalism’	  from	  Barthes’	  book	  Empire	  of	  Sign	  (1970):	  ‘a	  reserve	  of	  features	  whose	  
manipulation—whose	  invented	  interplay’	  allows	  the	  reader	  to	  attach	  the	  regular	  
symbolic	  system	  to	  other	  places	  (Barthes,	  1983,	  cited	  in	  Geczy,	  2013)	  and	  ‘promises	  a	  
fertile	  pastures	  of	  creation’	  (Geczy,	  2013).	  Geczy	  sees	  transorientalism	  as	  ‘a	  continual	  
process	  of	  intervention	  involving	  appropriation,	  reclaiming,	  and	  reshaping’	  (2013,	  p.	  27),	  
a	  process	  that	  is	  fundamental	  in	  contemporary	  society.	  
	  
With	  regard	  to	  the	  need	  for	  an	  in-­‐depth	  knowledge	  of	  Chinese	  culture	  for	  the	  global	  
branding	  practices,	  this	  chapter	  allows	  the	  reader	  to	  understand	  the	  historical	  Chinese	  
symbolic	  system	  by	  considering	  the	  meanings	  of	  some	  popular	  tropes,	  symbols,	  and	  
metaphors.	  With	  the	  meanings	  constantly	  changing	  over	  time,	  in	  particular	  in	  brand	  
semiotics,	  this	  helps	  to	  examine	  the	  luxury	  Chinese	  lifestyle	  fashion	  brands	  in	  a	  wider	  
context.	  Based	  on	  the	  increasing	  number	  of	  LCBs	  in	  the	  global	  market,	  transorientalism	  
inevitability	  plays	  an	  important	  role	  and	  stimulates	  interest	  in	  the	  luxury	  brand	  industry.	  
The	  next	  chapter	  is	  a	  literature	  review	  covering	  key	  themes	  in	  order	  to	  examine	  modern	  
China	  with	  its	  changing	  lifestyles	  from	  social,	  economic	  and	  political	  perspectives.
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Chapter	  2:	  Literature	  Review	  
	  
The	  purpose	  of	  the	  literature	  review	  is	  to	  review	  and	  critique	  relevant	  literature	  on	  the	  
subject	  and	  to	  extrapolate	  theoretical	  propositions	  against	  which	  to	  test	  the	  data	  
extracted	  from	  the	  planned	  methods	  of	  research.	  The	  significant	  deployment	  of	  the	  
Chinese	  tropes	  design	  phenomenon	  in	  the	  LCBs	  in	  relation	  to	  the	  changing	  lifestyles	  of	  
modern	  China	  has	  an	  important	  link	  to	  anthropology	  in	  the	  discourse	  of	  values	  and	  
beliefs	  of	  the	  Chinese	  people	  and	  branding	  practices.	  Transorientalism,	  which	  stems	  
from	  the	  ideology	  of	  Orientalism,	  has	  not	  only	  extended	  ‘dream-­‐denotation’,	  but	  has	  
generated	  ‘a	  movement	  across	  different	  spheres	  of	  activity’	  with	  respect	  to	  globalisation	  
(Geczy,	  2013,	  p.	  157)	  in	  the	  political,	  economic,	  and	  social	  spheres.	  The	  political	  changes	  
in	  China	  that	  led	  to	  economic	  changes	  in	  the	  luxury	  industry	  in	  the	  nineteenth	  century	  
established	  a	  solid	  ground	  of	  knowledge	  from	  which	  to	  understand	  the	  new	  concept	  of	  
concept	  and	  the	  material	  culture	  of	  modern	  China.	  The	  emerging	  luxury	  Chinese	  
branding	  practices	  have	  not	  only	  marked	  the	  evolution	  of	  Chinese	  identity;	  they	  also	  
raise	  questions	  about	  the	  term	  ‘country	  of	  origin’	  of	  the	  LCB,	  while	  the	  Chinese	  tropes	  as	  
national	  representations	  provide	  significant	  data	  on	  cultural	  expression	  in	  a	  global	  
context.	  Within	  the	  scope	  of	  a	  transdisciplinary	  study	  ranging	  across	  areas	  of	  branding	  
and	  business,	  cultural	  studies,	  visual	  communication,	  and	  sociology,	  this	  chapter	  reviews	  
the	  following	  themes:	  1)	  luxury	  and	  material	  culture,	  2)	  branding	  and	  cultural	  
expression,	  and	  3)	  identity	  and	  country	  of	  origin.	  Each	  theme	  provides	  a	  wide	  range	  of	  
relevant	  secondary	  data	  for	  further	  investigation.	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Luxury	  and	  material	  culture	  
This	  section	  on	  luxury	  and	  material	  culture	  starts	  with	  an	  examination	  of	  the	  concept	  of	  
luxury	  from	  a	  Chinese	  perspective.	  It	  defines	  luxury	  in	  comparison	  with	  the	  Western	  
point	  of	  view	  and	  considers	  how	  its	  meaning	  has	  changed	  with	  the	  use	  of	  a	  different	  
translation	  in	  China	  in	  the	  late	  twentieth	  century.	  It	  also	  reviews	  the	  changing	  concept	  in	  
relation	  to	  the	  material	  culture	  in	  China.	  Luxury	  brand	  scholar	  Tungate	  (2009)	  points	  out	  
that	  the	  meaning	  of	  the	  term	  ‘luxury’	  has	  changed	  throughout	  history;	  this	  change	  has	  
been	  particularly	  evident	  in	  the	  concept	  of	  luxury	  relating	  to	  the	  emergence	  of	  LCBs	  over	  
the	  last	  twenty	  years.	  ‘China’	  in	  this	  research	  refers	  to	  mainland	  China	  only,	  and	  
‘Chinese’	  is	  restricted	  to	  the	  Han	  Chinese.	  According	  to	  Chevalier	  and	  Lu	  (2010),	  Han	  
Chinese	  constitute	  92	  per	  cent	  of	  the	  population	  of	  mainland	  China	  and	  20	  per	  cent	  of	  
the	  global	  human	  population,	  including	  those	  who	  live	  outside	  China.	  Among	  the	  54	  
different	  cultural	  groups	  in	  China,	  the	  Han	  group	  represents	  the	  majority	  of	  the	  Chinese	  
population	  and	  shares	  common	  cultural	  values	  and	  beliefs.	  This	  section	  examines	  the	  
changes	  in	  the	  Chinese	  interpretation	  of	  ‘luxury’	  in	  relation	  to	  cultural	  perceptions	  and	  
business	  strategies.	  From	  a	  Western	  perspective,	  ‘luxury’	  is	  commonly	  defined	  as	  a	  
special	  and	  carefully	  selected	  quality	  service	  or	  commodity,	  in	  terms	  of	  material,	  design,	  
style	  and	  craftsmanship,	  which	  is	  associated	  with	  value	  and	  is	  relatively	  highly	  
appreciated.	  However,	  ‘luxury’	  is	  a	  problematic	  term	  in	  China	  with	  traditional	  and	  
modern	  concepts	  differing	  markedly.	  
	  
There	  has	  been	  considerable	  discussion	  in	  marketing	  studies	  on	  luxury	  consumption	  
associated	  with	  Chinese	  culture	  (Chadha	  and	  Husband,	  2006;	  Lu,	  2008;	  Wong	  and	  
Ahuvia,	  1998,	  cited	  in	  Csaba,	  2008).	  The	  term	  ‘luxury’	  was	  originally	  used	  to	  denote	  the	  
Chinese	  words	  shē	  chǐ	  (奢侈),	  which	  has	  connotations	  of	  ‘extravagance	  and	  
wastefulness’	  in	  the	  behaviour	  of	  the	  rich,	  and	  was	  widely	  used	  in	  Chinese	  society	  
throughout	  history	  (Lu,	  2008,	  pp.	  25-­‐26).	  For	  the	  majority	  of	  Chinese	  people,	  luxury	  
commodities	  are	  made	  for,	  and	  only	  affordable	  by	  extremely	  wealthy	  and	  powerful	  
people	  who	  live	  a	  life	  of	  dissipation.	  These	  connotations	  of	  ‘luxury’	  have	  negative	  
associations,	  and	  luxury	  consumption	  is	  regarded	  in	  Chinese	  society	  as	  an	  over-­‐indulgent	  
activity.	  Lu	  (2008)	  reviewed	  luxury	  from	  a	  new	  perspective	  and	  states	  that	  this	  meaning	  
stands	  in	  opposition	  to	  the	  general	  cultural	  value	  of	  a	  humble	  and	  modest	  way	  of	  living	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advocated	  by	  the	  three	  Chinese	  philosophies	  (Confucianism,	  Taoism	  and	  Buddhism),	  
which	  have	  shaped	  the	  beliefs,	  values	  and	  thoughts	  of	  the	  Chinese.	  
	  
A	  review	  of	  Chinese	  business	  (Faure,	  2006)	  shows	  that	  economic	  reform	  and	  foreign	  
trade	  have	  encouraged	  cultural	  integration	  in	  China.	  More	  Chinese	  people	  have	  
experienced	  open	  trade	  market	  activities	  resulting	  in	  massive	  growth	  in	  consumption	  in	  
the	  late	  twentieth	  century,	  especially	  in	  the	  luxury	  sector.	  In	  2005,	  the	  Chinese	  president	  
Hu	  Jintao	  (胡锦涛)	  affirmed,	  ‘Don’t	  indulge	  in	  luxuries	  and	  pleasures’	  in	  his	  statement	  on	  
the	  ‘Socialist	  concept	  of	  honour	  and	  disgrace’	  (社会主义荣辱覌),	  that	  incorporates	  
traditional	  Chinese	  values	  and	  encapsulates	  ‘modern	  socialist	  virtues’	  (Lu,	  2008,	  p.	  27)	  
for	  the	  Chinese.	  It	  has	  been	  challenging	  for	  the	  luxury	  industry	  to	  develop	  within	  the	  
China	  market	  without	  going	  against	  these	  Chinese	  beliefs.	  Hence,	  it	  has	  introduced	  
alternative	  Chinese	  translations	  of	  the	  term	  ‘luxury’:	  jīng	  pǐn	  (精品)	  and	  yōu	  pǐn	  (優品),	  
which	  both	  connote	  high-­‐end	  objects	  with	  dedicated	  craftsmanship	  (Lu,	  2008).	  
Compared	  with	  the	  traditional	  Chinese	  meaning	  for	  ‘luxury’,	  these	  terms	  have	  a	  positive	  
meaning	  and	  are	  relatively	  close	  to	  the	  Western	  concept	  of	  luxury.	  Given	  that	  the	  notion	  
of	  waste	  in	  luxury,	  being	  conspicuous	  leisure	  (‘a	  waste	  of	  time	  and	  effort’)	  and	  
conspicuous	  consumption	  (‘a	  waste	  of	  goods’)	  was	  also	  found	  in	  the	  West	  (Veblen,	  1970	  
[1899],	  cited	  in	  Ryan,	  2007),	  the	  new	  definition	  focuses	  on	  the	  attributes	  of	  commodity	  
rather	  than	  luxury	  consumer	  behaviour	  in	  a	  Chinese	  context.	  
	  
Lu	  (2008,	  p.	  6)	  contradicts	  his	  own	  statement	  and	  claims	  that	  luxury	  consumption	  in	  
China	  is	  influenced	  by	  the	  Chinese	  cultural	  value	  of	  ‘glory	  and	  respect’.	  This	  refers	  to	  the	  
Chinese	  custom	  that	  luxury	  gifts	  indicate	  respect	  for	  others	  and	  that	  the	  giver	  will	  
receive	  glory	  in	  return.	  A	  luxury	  market	  report	  (Fung	  Business	  Intelligence	  Centre,	  2013)	  
and	  an	  international	  business	  journal	  (Ooi,	  2007)	  state	  that	  giving	  luxury	  gifts	  is	  very	  
popular	  in	  China.	  It	  is	  known	  as	  ‘guan	  xi’	  (关系),	  which	  refers	  to	  connections	  and	  
networks	  between	  family,	  trade	  and	  society	  that	  results	  in	  benefits	  and	  
recommendations.	  Other	  luxury	  marketing	  scholars	  (Lu,	  2008,	  p.	  51;	  Wong	  and	  Ahuvia,	  
1998,	  cited	  in	  Csaba,	  2008,	  p.	  25)	  claim	  that	  luxury	  consumption	  is	  for	  ‘mein	  tzu’	  (⾯面⼦子)	  –	  
the	  concept	  of	  ‘saving	  face’,	  which	  in	  English	  would	  mean	  gaining	  reputation	  and	  glory	  
from	  others	  through	  something	  akin	  to	  ‘gentlemanly	  conduct’	  (Lu,	  2008,	  p.	  52).	  Chinese	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luxury	  marketers	  agree	  that	  the	  increase	  in	  luxury	  consumption	  undeniably	  indicates	  a	  
growth	  in	  conspicuous	  consumer	  behaviour	  (Chadha	  and	  Husband,	  2006;	  Lu,	  2008;	  
Chevalier	  and	  Lu,	  2010).	  However,	  the	  new	  translation	  still	  goes	  against	  the	  Chinese	  
cultural	  values	  of	  frugality	  and	  being	  humble	  in	  front	  of	  others;	  instead	  it	  only	  
emphasises	  the	  value	  of	  luxury	  quality.	  This	  shows	  that	  there	  is	  a	  conflict	  even	  with	  the	  
new	  Chinese	  translation	  of	  ‘luxury’	  in	  China.	  This	  change	  in	  the	  terminology	  of	  luxury	  
reflects	  the	  confusion	  of	  Chinese	  cultural	  values	  resulting	  from	  social	  and	  economic	  
reforms	  and	  the	  problem	  of	  defining	  contemporary	  Chinese	  cultural	  values	  in	  a	  rapidly	  
changing	  environment.	  It	  also	  raises	  the	  question	  of	  how	  modern	  Chinese	  values	  affect	  
Chinese	  consumers’	  behaviour	  towards	  luxury	  products.	  
	  
Reviews	  of	  Chinese	  symbolism	  (Eberhard,	  1986;	  Welch,	  2012)	  and	  visual	  art	  (Liu	  and	  R,	  
2002)	  have	  shown	  that	  luxury	  has	  been	  closely	  related	  with	  class	  throughout	  Chinese	  
history;	  many	  tombs	  have	  been	  discovered	  containing	  precious	  jewellery	  and	  weapons	  
with	  distinctive	  decorative	  motifs	  such	  as	  dragons,	  tigers,	  ‘qilins’	  (lions)	  and	  bats.	  In	  
ancient	  times,	  materials,	  craftsmanship	  and	  decorative	  aesthetics	  were	  a	  measure	  of	  the	  
quality	  and	  attributes	  of	  luxury	  items,	  which	  were	  predominantly	  owned	  by	  the	  upper	  
class:	  that	  is,	  wealthy	  and	  powerful	  people	  in	  Chinese	  society.	  Archaeological	  remains	  
show	  that	  quality	  luxury	  items	  were	  the	  property	  of	  the	  upper	  class	  in	  life	  and	  in	  the	  
afterlife.	  In	  the	  late	  twentieth	  century,	  the	  emerging	  Chinese	  elite	  expanded	  the	  
association	  of	  luxury	  ownership	  with	  class	  identification.	  Chinese	  reports	  on	  luxury	  show	  
that	  the	  concept	  of	  class	  in	  luxury	  has	  been	  redefined	  in	  modern	  China	  (Chadha	  and	  
Husband,	  2006;	  Lu,	  2008;	  Chevalier	  and	  Lu,	  2010).	  
	  
The	  term	  luxury	  is	  relative	  and	  contingent	  and	  changes	  according	  to	  its	  historical,	  
geographical	  and	  cultural	  context.	  It	  is	  also	  related	  to	  definitions	  of	  the	  social	  status	  of	  
different	  classes	  in	  a	  society.	  As	  a	  luxury	  experience	  is	  out	  of	  reach	  for	  the	  majority,	  
luxury	  consumption	  is	  regarded	  as	  an	  activity	  for	  a	  specific	  group	  in	  society	  that	  enjoys	  
such	  privileged	  services.	  A	  luxury	  market	  study	  showed	  that	  class	  is	  used	  to	  differentiate	  
groups	  of	  people	  in	  a	  society	  and	  is	  usually	  measured	  by	  ‘educational	  attainment,	  
occupation	  status,	  and	  family	  income’	  (Lu,	  2008,	  p.	  11).	  The	  social	  sciences	  recognise	  a	  
multi-­‐level	  class	  segmentation,	  according	  to	  which	  Western	  social	  classes	  are	  typically	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divided	  into	  six	  levels:	  1)	  upper-­‐upper	  class;	  2)	  lower-­‐upper	  class;	  3)	  upper-­‐middle	  class;	  
4)	  lower-­‐middle	  class;	  5)	  upper-­‐lower	  class;	  and	  6)	  lower-­‐lower	  class	  (Lu,	  2008;	  Giddens,	  
et	  al.,	  2009).	  Berberoglu	  (1994,	  pp.	  1-­‐14)	  reviews	  a	  wide	  range	  of	  social	  class	  theories	  
and	  divides	  them	  into	  several	  ‘broad	  groupings’:	  1)	  Functionalist;	  2)	  Weberian;	  
3)	  Classical	  elite;	  and	  4)	  Organisational	  as	  well	  as	  force	  theories	  of	  stratification,	  class,	  
and	  inequality.	  Berberoglu	  (1994,	  p.	  2)	  points	  out	  that	  the	  functionalists	  Kingsley	  Davis,	  
Wilbert	  E.	  Moore,	  Talcott	  Parsons	  and	  others,	  see	  social	  class	  stratification	  and	  
inequality	  in	  society	  as	  a	  ‘functional	  necessity’	  functioning	  as	  motivation	  to	  achieve	  
certain	  social	  values.	  In	  sociologist	  Max	  Weber’s	  class	  model,	  social	  classes	  are	  
predominantly	  composed	  of	  the	  property	  class	  (property	  ownership	  and	  control	  are	  a	  
great	  asset	  through	  which	  to	  gain	  power)	  and	  the	  acquisition	  class	  (members	  are	  
assessed	  based	  on	  criteria	  relating	  to	  their	  occupation).	  Weber’s	  structure	  of	  social	  class	  
is	  composed	  of:	  1)	  privileged	  classes;	  2)	  intelligentsia;	  3)	  lower	  middle	  class;	  and	  
4)	  working	  class.	  
	  	  
Berberoglu	  (1994,	  pp.	  7-­‐9)	  states	  that,	  in	  the	  elite	  theories	  of	  sociologists	  Vilfredo	  Pareto	  
and	  Gaetano	  Mosca,	  ‘the	  elite’	  is	  the	  ruling	  class	  of	  ‘the	  masses’.	  Similarly,	  political	  
organisation	  and	  military	  force	  form	  the	  core	  power	  in	  a	  society,	  according	  to	  theories	  
of	  organisation	  and	  force	  in	  relation	  to	  stratification,	  class,	  and	  inequality.	  The	  notion	  of	  
class	  structure	  in	  sociologist	  Karl	  Marx’s	  theory	  is	  based	  on	  a	  socio-­‐economic	  system	  of	  
1)	  the	  ‘forces	  of	  production’;	  and	  2)	  the	  unequal	  ‘social	  relations	  of	  production	  (class	  
relations)’	  such	  as	  Feudalism,	  the	  dominant	  social	  system	  in	  medieval	  Europe,	  and	  
capitalism.	  The	  two	  main	  classes	  in	  a	  capitalist	  society	  are	  the	  capitalists,	  who	  own	  the	  
means	  of	  social	  production,	  and	  wage-­‐labourers,	  who	  sell	  their	  labour-­‐power.	  Marx	  and	  
Engels	  separate	  class	  into	  different	  levels:	  1)	  economic;	  2)	  social;	  and	  3)	  political	  
(Berberoglu,	  1994,	  p.	  22).	  Within	  these	  levels,	  the	  social	  level	  of	  class	  covers	  wider	  areas	  
of	  lifestyle	  and	  embeds	  various	  cultures.	  In	  comparison	  to	  other	  class	  theories,	  the	  
concepts	  of	  Marx	  and	  Engels	  are	  very	  closely	  related	  to	  the	  development	  of	  an	  ever-­‐
changing	  society	  (Berberoglu,	  1994,	  pp.	  21-­‐22).	  
	  
In	  a	  2008	  review	  of	  the	  luxury	  China	  market,	  Lu	  (2008,	  p.	  7)	  claims	  that	  Chinese	  society	  
has	  no	  clear	  class	  segmentation	  because	  of	  the	  imbalance	  in	  wealth	  distribution	  in	  China	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as	  a	  whole.	  Lin	  and	  Wu	  (2009,	  p.	  81)	  propose	  a	  ‘Chinese	  class	  schema’	  based	  on	  the	  
following	  specific	  Chinese	  socialist	  institutions:	  1)	  Household	  registration	  system	  ‘Hukou’	  
(户⼝口);	  2)	  Work	  unit—a	  government	  office,	  an	  institution	  or	  state-­‐owned	  business	  unit	  
‘Danwei’	  (单位),	  ‘regardless	  of	  occupation	  or	  profession’	  (Hu,	  Cornellius	  and	  Zhuang,	  
2010);	  and	  3)	  Cadre-­‐worker	  ‘Ganbui’	  (干部), which	  designates	  Chinese	  government	  staff	  
at	  all	  levels.	  Data	  from	  lists	  of	  nationally	  representative	  surveys	  from	  1988	  to	  2005	  show	  
considerable	  growth	  in	  the	  capitalist	  classes,	  particularly	  in	  1992,	  with	  a	  fall	  in	  the	  
numbers	  of	  peasants	  and	  state	  workers.	  Capitalists	  and	  cadres	  have	  both	  become	  
significant	  in	  the	  economic	  transitions	  of	  China	  (Lin	  and	  Wu,	  2009).	  Comparing	  the	  social	  
position	  of	  Chinese	  classes	  with	  Western	  social	  class	  segmentation,	  Lu	  (2008,	  p.	  10)	  
proposes	  equivalent	  social	  class	  profiles	  for	  Chinese	  society	  in	  a	  review	  of	  the	  luxury	  
China	  market:	  1)	  Chinese	  elite	  (composed	  of	  upper-­‐upper	  class,	  lower-­‐upper	  class	  and	  
upper-­‐middle	  class);	  and	  2)	  Working	  class	  (lower-­‐middle	  class).	  The	  Chinese	  elite	  
segment	  falls	  into	  the	  ‘leisure	  class’,	  according	  to	  the	  definition	  proposed	  by	  the	  
American	  economist	  and	  sociologist	  Thorstein	  Bunde	  Veblen	  in	  The	  Theory	  of	  The	  
Leisure	  Class	  (Veblen,	  1970	  [1899]).	  The	  ‘leisure	  class’,	  which	  combines	  the	  lower-­‐upper	  
(new	  wealth)	  and	  upper-­‐middle	  (achieving	  professionals)	  classes	  in	  the	  framework	  of	  
Western	  social	  class	  segmentation,	  proclaims	  its	  wealth	  by	  acquiring	  and	  displaying	  
luxury	  symbols	  through	  ‘conspicuous	  consumption’	  (Veblen,	  1970	  [1899];	  Chadha	  and	  
Husband,	  2006;	  Lu,	  2008,	  p.	  7).	  
	  
Sociologists	  have	  called	  this	  behaviour	  the	  ‘Veblen	  effect’	  and	  members	  of	  the	  ‘leisure	  
class’	  prefer	  to	  pay	  a	  higher	  price	  for	  luxury	  commodities	  in	  order	  to	  exhibit	  their	  
financial	  strength	  (Veblen,	  1970	  [1899]).	  They	  consume	  conspicuously	  in	  order	  to	  
distinguish	  themselves	  from	  their	  lower-­‐level	  counterparts	  who	  cannot	  afford	  such	  
luxury	  consumption	  (Veblen,	  1970	  [1899],	  p.	  86;	  Chadha	  and	  Husband,	  2006,	  p.	  45;	  Lu,	  
2008,	  p.	  5).	  This	  new	  wave	  of	  Chinese	  elite,	  with	  high	  educational	  attainment	  and	  
modest	  attitudes	  in	  consumer	  behaviour,	  has	  become	  the	  core	  purchasing	  power	  in	  
luxury	  consumption.	  Lu	  (2008,	  p.	  15)	  differentiates	  another	  luxury	  consumer	  group,	  the	  
‘vulgar	  rich’,	  who	  demonstrate	  ‘show-­‐off	  and	  extravagant	  behaviour’	  and	  whose	  
members	  usually	  stem	  from	  the	  lower-­‐middle	  class.	  Several	  luxury	  market	  researchers	  
report	  that	  these	  ‘vulgar	  rich’	  gain	  an	  image	  of	  social	  status	  and	  prestige	  through	  luxury	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consumption,	  as	  they	  self-­‐upgrade	  to	  a	  higher	  social	  class	  (Chadha	  and	  Husband,	  2006;	  
Atsmon,	  et	  al.,	  2011).	  Thus,	  luxury	  Chinese	  consumer	  groups	  come	  from	  a	  wide	  range	  of	  
classes,	  from	  lower	  to	  upper	  levels,	  exhibiting	  different	  consumer	  behaviours.	  
	  
The	  rise	  of	  a	  Chinese	  elite	  class	  has	  to	  be	  viewed	  in	  relation	  to	  the	  political	  and	  
economic	  reform	  that	  has	  taken	  place	  in	  China	  since	  1979.	  Economic	  forces	  have	  
gradually	  emerged	  in	  both	  urban	  and	  rural	  communities	  in	  China.	  The	  affluent	  Chinese	  
from	  the	  first-­‐tier	  of	  urban	  cities,	  such	  as	  the	  capital,	  Beijing,	  and	  Shanghai	  are	  ‘the	  
source	  of	  enormous	  purchasing	  power’	  (Lu,	  2008,	  p.	  5).	  China	  joined	  the	  World	  Trade	  
Organization	  (WTO)	  in	  2001,	  bringing	  in	  foreign	  investment,	  and	  opening	  up	  inter-­‐
business	  opportunities,	  thus	  becoming	  the	  world’s	  focus	  as	  an	  industrial	  empire.	  This	  
has	  complemented	  the	  reform	  policy	  of	  shifting	  ‘away	  from	  subsistence	  agriculture	  
towards	  rural	  industrialization	  and	  increasing	  commercialization’	  (Johnson	  and	  Woon,	  
1997,	  p.	  731).	  In	  particular,	  there	  have	  been	  benefits	  for	  rural	  development	  in	  areas	  
such	  as	  the	  Pearl	  River	  Delta	  (PRD)	  (Hong	  Kong	  SAR,	  Macau	  SAR,	  Shenzhen	  and	  Zhuhai)	  
in	  Guangdong,	  southern	  China.	  A	  wave	  of	  rural	  residents	  has	  relocated	  to	  the	  cities	  to	  
seek	  better	  work	  prospects.	  The	  Economist	  (2008)	  reported	  that	  the	  reforms	  and	  open	  
policy	  has	  resulted	  in	  ‘200m	  fewer	  citizens	  living	  in	  poverty’.	  The	  annual	  GDP	  growth	  
rate	  increased	  by	  a	  steady	  9%	  in	  2006	  (Lu,	  2008,	  p.	  45)	  compared	  to	  1.8%	  in	  1978	  (The	  
Economist,	  2008).	  The	  Chinese	  government	  also	  introduced	  a	  four-­‐trillion	  yuan	  
‘stimulation	  package’	  to	  encourage	  consumer	  spending	  in	  2009	  (Justice,	  2012),	  in	  
addition	  to	  providing	  assistance	  on	  education	  and	  health	  care	  in	  rural	  areas.	  The	  
measures	  have	  increased	  consumer	  confidence	  and,	  thus,	  the	  Chinese	  are	  enjoying	  life	  
and	  spending	  (Justice,	  2012).	  
	  
China	  was	  in	  a	  phase	  of	  re-­‐establishment	  in	  every	  field.	  Along	  with	  political	  
and	  economic	  change	  have	  come	  changes	  in	  all	  aspects	  of	  Chinese	  society,	  
culture,	  and	  education,	  which	  have	  seen	  a	  uniquely	  Chinese	  value	  system	  
which	  mixes	  traditional,	  Communist,	  and	  Western	  values	  (Lu,	  2008,	  p.	  45).	  
	  
The	  institutional	  transition—shifting	  from	  state	  socialism	  to	  market	  capitalism—that	  has	  
taken	  place	  alongside	  the	  economic	  reforms	  has	  transformed	  China	  into	  a	  country	  with	  
an	  emerging	  Western	  lifestyle	  and	  a	  corresponding	  framework	  of	  luxury	  consumerism,	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but	  the	  rapid	  rise	  of	  capitalism	  and	  the	  overwhelming	  phenomenon	  of	  the	  ‘vulgar	  rich’	  
indicate	  immature	  luxury	  consumer	  behaviour	  among	  the	  Chinese.	  Studies	  of	  the	  
Chinese	  luxury	  market	  (Chadha	  and	  Husband,	  2006;	  Lu,	  2008)	  analyse	  luxury	  consumer	  
behaviour	  using	  ‘The	  spread	  of	  luxury	  model’,	  according	  to	  which	  the	  Chinese	  luxury	  
consumer	  has	  reached	  Stage	  3	  of	  the	  five	  stages	  (Chadha	  and	  Husband,	  2006;	  see	  Figure	  
37)—the	  ‘show-­‐off’	  stage.	  Chadha	  and	  Husband	  (2006)	  describe	  this	  consumer	  
behaviour	  as	  having	  ‘acquired	  symbols	  of	  wealth	  and	  displayed	  economic	  status’	  
(Chadha	  and	  Husband,	  2006,	  p.	  43;	  Lu,	  2008)	  and	  using	  luxury	  brands	  as	  ‘an	  indicator	  of	  
social	  superiority’	  (Lu,	  2008,	  p.	  6).	  Compared	  with	  other	  Asian	  countries,	  the	  luxury	  
market	  in	  China	  is	  running	  ahead	  of	  India,	  which	  is	  at	  Stage	  2	  (Start	  of	  Money),	  but	  has	  
fallen	  behind	  other	  Asian	  counterparts:	  Taiwan	  and	  South	  Korea	  are	  at	  Stage	  4	  (Fit	  In),	  
while	  Hong	  Kong	  and	  Singapore	  have	  passed	  Stage	  4	  and	  are	  half	  way	  to	  Stage	  5	  (Way	  of	  
Life).	  Japan	  is	  the	  only	  Asian	  country	  that	  has	  almost	  reached	  Stage	  5,	  the	  final	  stage	  of	  
the	  model,	  and	  has	  a	  relatively	  mature	  luxury	  consumer	  market	  (Chadha	  and	  Husband,	  
2006,	  p.	  46).	  	  
	  
Luxury	  market	  analysts	  (Kapferer	  and	  Bastien,	  2009,	  p.	  9)	  connect	  ‘luxury’	  to	  the	  term	  
‘morality’.	  Luxury	  creates	  social	  stratification	  and	  insulates	  people	  from	  the	  poor.	  Brand	  
scholar	  Tungate	  (2009,	  p.	  5)	  offers	  a	  psychological	  view	  of	  the	  intangible	  side	  of	  luxury,	  
claiming	  that	  luxury	  ownership	  is	  a	  natural	  desire	  that	  compensates	  people	  who	  are	  
experiencing	  a	  difficult	  time	  in	  life.	  The	  sociologist	  Giddens	  (2002,	  p.	  46)	  describes	  this	  
strong	  desire	  as	  ‘human	  emancipation	  from	  the	  constraints	  of	  the	  past’	  while	  Chadha	  
and	  Husband’s	  (2006)	  study	  of	  luxury	  Chinese	  consumers	  makes	  the	  similar	  point	  that	  
‘luxeplosion’	  or	  ‘luxury	  fever’	  (Lu,	  2008,	  p.	  6)	  can	  occur	  as	  a	  result	  of	  ‘personal	  struggle	  
and	  triumph’	  and	  ‘rising	  from	  a	  modest	  background	  to	  considerable	  financial	  means’.	  All	  
these	  views	  are	  closely	  linked	  to	  Berry’s	  statement	  on	  luxury:	  ‘the	  intangible	  attribute	  of	  
luxury	  is	  a	  human	  need	  and	  a	  necessity’	  (Berry,	  1994,	  p.	  231).	  This	  shows	  that	  Chinese	  
luxury	  consumption	  is	  a	  release	  from	  long-­‐standing	  suppression	  and	  a	  means	  of	  self-­‐
indulgence,	  as	  described	  by	  Miller	  (1987)	  in	  the	  field	  of	  cultural	  studies.	  With	  respect	  to	  
Chinese	  luxury	  consumption,	  it	  can	  be	  concluded	  that	  this	  ‘luxeplosion’	  expresses	  a	  hope	  
that	  luxury	  dreams	  may	  become	  a	  reality.	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Stage	  1	   Subjugation	   -­‐	  Authoritarian	  rule	  
	   	   -­‐	  Poverty	  and	  deprivation	  
Stage	  2	   Start	  of	  money	   -­‐	  Economic	  growth	  
	   	   -­‐	  Masses	  buy	  white	  goods	  
	   	   -­‐	  Elites	  start	  buying	  luxury	  goods	  
Stage	  3	   Show	  off	   -­‐	  Acquire	  symbols	  of	  wealth	  
	   	   -­‐	  Display	  economic	  status	  
Stage	  4	   Fit	  in	   -­‐	  Large-­‐scale	  adoption	  of	  luxury	  
	   	   -­‐	  Fuelled	  by	  need	  to	  conform	  
Stage	  5	   Way	  of	  life	   -­‐	  Locked	  into	  luxury	  habit	  
	   	   -­‐	  Confident,	  discerning	  buyers	  
	  
Fig.37:	  ‘The	  spread	  of	  luxury	  model’	  in	  five	  stages	  (Chadha	  and	  Husband,	  2006,	  p.	  43)	  
	  
	  
The	  rise	  of	  luxury	  Chinese	  consumers	  has	  also	  generated	  another	  ‘moral’	  issue	  in	  
relation	  to	  luxury	  items—counterfeiting.	  With	  the	  support	  of	  advanced	  technologies	  and	  
inter-­‐trading	  activities	  in	  the	  internally	  and	  externally	  opened-­‐up	  market,	  Chinese	  
manufacturers	  have	  developed	  the	  ability	  to	  replicate	  design	  and	  production	  methods.	  
Thus,	  numerous	  counterfeit	  luxury	  goods,	  mostly	  produced	  by	  the	  Chinese,	  started	  
appearing	  in	  the	  1980s	  (Chevalier	  and	  Lu,	  2011,	  p.	  176).	  Counterfeiting	  refers	  to	  
replicating	  an	  original	  design	  without	  the	  permission	  of	  the	  intellectual	  property	  rights	  
owner,	  and	  selling	  these	  illegal	  replicas	  to	  make	  a	  profit.	  This	  phenomenon	  began	  when	  
the	  Chinese	  recognized	  the	  power	  of	  luxury,	  in	  particular	  of	  acquiring	  ‘symbols	  of	  
wealth’	  through	  the	  ownership	  of	  luxury	  goods—the	  Stage	  3	  phase	  of	  ‘the	  spread	  of	  the	  
luxury	  model’	  (Chadha	  and	  Husband,	  2006).	  For	  those	  who	  have	  an	  ordinary	  income	  
level	  and	  cannot	  afford	  luxury	  goods,	  counterfeit	  luxury	  is	  a	  choice	  that	  fulfills	  their	  
needs.	  From	  a	  cultural	  point	  of	  view,	  counterfeiting	  ignores	  the	  ethical	  consideration	  of	  
intellectual	  property	  and	  demonstrates	  the	  lack	  of	  an	  ethical	  model	  in	  China.	  There	  is	  no	  
doubt	  it	  has	  undermined	  global	  brands	  that	  originated	  in	  Western	  countries	  (Chevalier	  
and	  Lu,	  2011,	  p.	  177).	  Counterfeiting	  is	  mainly	  about	  replicating	  established	  global	  
brands	  rather	  than	  domestic	  LCBs,	  which	  have	  not	  built	  up	  their	  own	  brand	  heritage	  and	  
have	  not	  attained	  any	  international	  status.	  In	  known	  counterfeiting	  areas	  like	  Shenzhen,	  
located	  on	  the	  eastern	  shores	  of	  the	  Pearl	  River	  Delta	  in	  southern	  China,	  counterfeit	  
goods	  are	  key	  products	  and	  many	  domestic	  Chinese	  and	  Western	  visitors	  enjoy	  the	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experience	  of	  shopping	  for	  replica	  big	  brand	  names	  and	  designer	  products	  at	  cheaper	  
prices.	  
	  
In	  fact,	  the	  question	  of	  whether	  the	  concept	  of	  luxury	  refers	  to	  a	  necessity	  has	  sparked	  
vigorous	  debates.	  Superfluity	  is	  considered	  a	  negative	  term	  that	  is	  commonly	  associated	  
and	  conceptually	  intersected	  with	  luxury	  (Berry,	  1994,	  pp.	  24-­‐25).	  Berry	  (1994,	  p.	  25)	  
points	  out	  that	  health	  cannot	  be	  regarded	  as	  a	  luxury	  if	  ‘luxuries	  are	  not	  needed’.	  This	  
conflicts	  with	  the	  general	  concept	  of	  ‘being	  healthy	  is	  a	  luxury’	  as	  health	  is	  an	  
exceptionally	  valuable	  item	  that	  cannot	  be	  purchased.	  Berry	  (1994,	  p.	  96)	  refers	  to	  
Garret	  Thomson’s	  philosophical	  view	  that	  if	  ‘luxuries	  are	  enjoyable	  items’	  then	  they	  can	  
be	  regarded	  as	  superfluous.	  Luxury	  scholars	  have	  debated	  the	  quantitative	  and	  
qualitative	  distinction	  of	  superfluous	  luxuries	  (Berry,	  1994;	  Kapferer,	  2015).	  Berry’s	  
notion	  (1994)	  of	  luxury	  as	  a	  qualitative	  refinement	  of	  an	  ordinary	  good	  since	  there	  is	  no	  
pleasure	  when	  a	  superfluous	  luxury	  is	  redundant.	  When	  it	  acts	  as	  an	  easy	  substitution	  
and	  serves	  basic	  needs,	  it	  cannot	  be	  counted	  as	  a	  luxury	  at	  all.	  One	  way	  of	  quantitatively	  
distinguishing	  luxury	  is	  through	  rarity.	  Rarity	  connects	  to	  luxury	  when	  an	  object	  is	  scarce	  
and	  exclusive	  (Berry,	  1994;	  Kapferer,	  2015).	  A	  Chinese	  phrase	  ‘物以罕为贵 —a	  thing	  is	  
valued	  if	  it	  is	  rare’	  illustrates	  the	  essence	  of	  rarity	  in	  luxury.	  This	  concept	  implies	  that	  a	  
quantitative	  distinction	  may	  challenge	  the	  qualitative	  distinction	  of	  luxury,	  even	  when	  
the	  object	  has	  less	  value.	  However,	  rarity	  can	  be	  artificially	  produced	  by	  controlling	  the	  
supply	  of	  goods,	  as	  limited	  and	  special	  editions	  are	  desirable	  factor	  for	  consumers.	  Berry	  
claims	  that	  ‘rarity	  is	  not	  a	  sufficient	  condition	  of	  a	  good	  being	  a	  luxury’	  (1994,	  p.	  32).	  
Kapferer	  points	  out	  that	  rarity	  luxury	  also	  has	  qualitative	  distinction,	  created	  through	  
the	  production	  process	  (2015,	  p.	  51):	  precious	  materials,	  celebrity	  engagement,	  
crossover	  brand	  promotion	  and	  unlimited	  expansion.	  Kapferer	  (2015)	  claims	  that	  
localised	  objects	  can	  enhance	  cultural	  and	  historical	  references,	  which	  highlight	  the	  
essence	  of	  a	  place	  with	  a	  rich	  civilisation.	  Based	  on	  this	  view	  of	  luxury,	  Chinese	  trope	  
designs	  contain	  the	  cultural	  elements	  of	  a	  qualitative	  distinction	  for	  rarity	  luxury.	  
	  
Nevertheless,	  Lu’s	  (2008)	  study	  of	  luxury	  shows	  that	  Chinese	  luxury	  consumer	  values	  are	  
moving	  from	  collectivist	  towards	  individualist	  principles.	  Agriculture	  has	  been	  the	  basis	  
of	  Chinese	  civilisation	  for	  the	  past	  five	  thousand	  years	  (Hu,	  Cornellius	  and	  Zhuang,	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2010),	  and	  this	  collectivist	  agrarian	  culture	  extends	  to	  the	  cohesive	  groups	  of	  family,	  
school,	  work	  unit	  and	  local	  community	  in	  contemporary	  Chinese	  society.	  Hu,	  Cornellius	  
and	  Zhuang	  (2010)	  believe	  that	  ‘while	  collectivism	  is	  not	  unique	  to	  China,	  it	  is	  clearly	  an	  
integral	  part	  of	  China’s	  culture’	  and	  it	  reflects	  fundamental	  Chinese	  traditional	  values.	  
However,	  the	  strong	  Western	  influence	  since	  the	  late	  nineteenth	  century	  has	  brought	  
individualism,	  one	  of	  the	  basic	  orientations	  of	  the	  United	  State	  (U.S.)	  culture,	  which	  has	  
eroded	  the	  ethic	  of	  collectivism	  in	  China.	  Chinese	  society	  in	  general	  naturally	  falls	  into	  
the	  collectivist	  group	  based	  on	  the	  collectivist	  cultural	  values,	  while	  the	  younger	  
generations	  fall	  into	  the	  group	  of	  individualists	  who	  are	  influenced	  by	  Western	  culture,	  
which	  encourages	  independent	  thinking,	  personal	  freedom	  and	  the	  expression	  of	  
personal	  taste.	  The	  modern	  values	  of	  youth,	  modernity	  and	  individualism	  have	  altered	  
the	  values	  of	  Chinese	  consumers	  and	  their	  behaviour	  (Lu,	  2008).	  
	  
Lu’s	  quantitative	  data	  report	  on	  psychographic	  segmentation	  (2008,	  pp.	  74-­‐96)	  collected	  
data	  from	  351	  individuals	  (with	  90%	  respondents	  aged	  between	  21-­‐35)	  on	  the	  basis	  of	  a	  
typology	  of	  four	  Chinese	  luxury	  consumer	  groups:	  1)	  Luxury	  Lovers,	  who	  love	  luxury	  
brands	  and	  the	  conspicuousness	  of	  luxury;	  2)	  Luxury	  Followers,	  who	  follow	  trends	  
created	  by	  brands,	  advertising	  and	  the	  public;	  3)	  Luxury	  Intellectuals,	  who	  prefer	  classic	  
models	  and	  are	  not	  followers	  of	  trends;	  and	  4)	  Luxury	  Laggards,	  who	  think	  
independently	  and	  do	  not	  care	  about	  brand	  names.	  The	  findings	  showed	  that	  Luxury	  
Lovers	  (the	  smallest	  group	  at	  15.2	  per	  cent)	  and	  Luxury	  Followers	  (21.9	  per	  cent)	  tend	  to	  
consume	  conspicuously,	  fall	  into	  the	  collectivist	  group,	  and	  are	  more	  concerned	  with	  
social	  status.	  Conversely,	  Luxury	  Intellectuals	  (the	  largest	  group	  at	  35.2	  per	  cent)	  and	  
Luxury	  Laggards	  (27.6	  per	  cent)	  are	  individualists	  interested	  in	  the	  intangible	  pleasures	  
gained	  from	  brand	  heritage	  and	  quality	  design	  in	  luxury	  consumption,	  respectively.	  This	  
provides	  evidence	  that	  the	  change	  in	  luxury	  consumer	  values	  of	  the	  new	  generation	  of	  
consumers	  and	  the	  trends	  in	  Chinese	  luxury	  consumption	  have	  moved	  towards	  
individualism	  (Lu,	  2008).	  Lu	  (2008)	  summarises	  the	  segment	  profiles	  as	  two	  correlating	  
groups:	  those	  characterized	  by	  impulsiveness	  and	  individualism,	  and	  those	  by	  
conspicuousness	  and	  innovativeness.	  However,	  Lu’s	  findings	  (2008)	  indicate	  that	  Luxury	  
Followers	  (collectivists)	  and	  Luxury	  Laggards	  (individualists)	  both	  demonstrate	  
impulsiveness	  in	  luxury	  consumption.	  It	  is	  arguable	  that	  the	  findings	  of	  such	  a	  linkage	  of	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impulsiveness	  to	  individualism,	  and	  conspicuousness	  to	  innovativeness,	  are	  
contradictory	  and	  do	  not	  match	  up.	  
	  
Giddens	  uses	  his	  concept	  ‘all	  live	  in	  one	  world’	  to	  define	  the	  idea	  of	  globalisation	  (2002,	  
p.	  7),	  which	  has	  generated	  an	  evolutionary	  transformation	  in	  China,	  bringing	  political,	  
technological	  and	  cultural	  influences	  to	  the	  Chinese	  business	  context	  (Faure,	  2006),	  
while	  the	  rise	  of	  industrialisation	  in	  modern	  China	  has	  brought	  economic	  power	  
(Giddens,	  2002,	  p.	  27).	  The	  redefined	  translations	  jīng	  pǐn	  (精品)	  and	  yōu	  pǐn	  (優品)	  have	  
temporarily	  mediated	  the	  contradictions	  within	  Chinese	  cultural	  values	  and	  have	  helped	  
the	  development	  of	  global	  luxury	  brands	  in	  the	  China	  market,	  releasing	  Chinese	  
consumers	  from	  the	  psychological	  constraints	  of	  luxury	  consumption.	  A	  quantitative	  
report	  by	  the	  Chinese	  Academy	  of	  Social	  Sciences	  in	  2005	  (Lu,	  2008,	  p.	  16)	  says	  that	  an	  
estimated	  195	  million	  Chinese	  people	  are	  able	  to	  afford	  luxury	  consumption,	  150	  million	  
of	  whom	  are	  middle	  class.	  Drawing	  on	  the	  notions	  of	  the	  luxury	  market	  (Lu,	  2008,	  p.	  5)	  
and	  fashion	  studies	  in	  China	  (Wu,	  2008,	  p.	  178),	  it	  can	  be	  seen	  that	  the	  rise	  in	  the	  profile	  
of	  Chinese	  luxury	  consumers	  has	  considerably	  increased	  consumer	  power	  and	  luxury	  
consumption.	  The	  global	  mass	  media	  has	  played	  a	  key	  role	  in	  luxury	  development	  by	  
promoting	  the	  power	  of	  choice	  in	  consumption.	  Globalisation	  is	  one	  of	  the	  drivers	  of	  
mass	  luxury	  development	  (Giddens,	  2002,	  p.	  7).	  The	  decreasing	  cost	  of	  manufacturing	  
and	  increases	  in	  wages	  have	  encouraged	  the	  rise	  of	  an	  affluent	  group	  with	  more	  
spending	  power.	  This	  has	  also	  transformed	  global	  trading	  and	  technology	  exchange,	  
accelerating	  the	  shift	  to	  a	  luxury	  mass	  market.	  Research	  into	  Chinese	  luxury	  marketing	  
has	  shown	  a	  rapid	  growth	  in	  the	  number	  of	  Chinese	  luxury	  consumers	  (Chadha	  and	  
Husband,	  2006;	  Lu,	  2008;	  Chevalier	  and	  Lu,	  2010;	  Fung	  Business	  Intelligence	  Centre,	  
2013)	  and	  that	  the	  consumption	  of	  luxury	  goods	  was	  projected	  to	  reach	  €15	  billion	  and	  
would	  surpass	  Japan	  and	  become	  the	  world’s	  second	  largest	  luxury	  market	  by	  2012	  
(Fung	  Business	  Intelligence	  Centre,	  2013).	  	  
	  
With	  such	  a	  rapid	  increase	  in	  the	  number	  of	  Chinese	  luxury	  consumers,	  more	  and	  more	  
contemporary	  Western	  brands	  were	  eager	  to	  tap	  into	  the	  enormous	  China	  market	  (Lu,	  
2008)	  and	  offered	  relatively	  low	  prices	  and	  low	  quality	  products	  compared	  with	  
historical	  luxury	  brands	  (Wu,	  2008).	  In	  particular,	  fast-­‐fashion	  brands	  Zara	  and	  H&M	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both	  achieved	  global	  success	  by	  releasing	  special	  collections	  and	  smaller	  size	  collections	  
more	  frequently	  throughout	  the	  year	  (Lu,	  2008).	  These	  Western	  brands	  have	  an	  
alternative	  conception	  of	  luxury	  as	  ‘accessible	  luxury’	  and	  ‘affordable	  luxury’	  in	  fashion	  
terms	  (Wu,	  2009),	  and	  ‘mass	  luxury’	  in	  the	  branding	  context	  (Tungate,	  2009).	  Mass	  
luxury,	  with	  its	  tactic	  of	  overpricing,	  has	  devalued	  the	  attributes	  of	  speciality,	  creativity	  
and	  quality	  within	  the	  notion	  of	  luxury	  (Tungate,	  2009).	  In	  a	  luxury	  study,	  Thomas	  (2007)	  
claims	  that	  luxury	  brands	  have	  compromised	  their	  honour	  and	  disgraced	  their	  historical	  
background	  and	  stakeholders.	  The	  brand	  marketers	  Kapferer	  and	  Bastien	  (2009)	  argue	  
that	  the	  term	  luxury	  will	  cease	  to	  have	  any	  meaning	  if	  it	  is	  used	  too	  broadly,	  and	  that	  
luxury	  has	  been	  devalued	  and	  vulgarised.	  This	  new	  concept	  has	  inevitably	  altered	  the	  
perception	  of	  ‘luxury	  brands’	  globally	  and	  possibly	  already	  taken	  root	  in	  the	  emerging	  
luxury	  China	  market.	  Nevertheless,	  as	  far	  as	  domestic	  LCBs	  are	  concerned,	  there	  are	  a	  
number	  of	  high-­‐end	  brands	  with	  quality	  content	  and	  designs.	  
	  
In	  addition	  to	  various	  external	  aspects	  of	  this	  evolution,	  the	  transformation	  has	  also	  
influenced	  internal	  ‘intimate	  and	  personal	  aspects’	  (Giddens,	  2002,	  p.	  12).	  In	  both	  a	  
cultural	  and	  consumption	  study	  (Miller,	  1987)	  and	  a	  fashion	  study	  (Wu,	  2008),	  scholars	  
have	  claimed	  that	  the	  increase	  in	  industrial	  mass	  production	  and	  mass	  consumption	  has	  
led	  to	  the	  development	  of	  a	  material	  culture	  in	  which	  people	  use,	  interact	  with	  and	  
detach	  from	  the	  daily	  objects	  that	  surround	  them	  in	  order	  to	  create	  a	  present	  culture	  
and	  reaffirm	  their	  existence	  through	  objectification.	  Objectification	  refers	  to	  the	  dual	  
process	  of	  ‘subject	  (human)	  externalization	  and	  reabsorption’	  (Miller,	  1987,	  p.	  33)	  that	  
takes	  place	  during	  the	  process	  of	  self-­‐improvement	  and	  development	  in	  modern	  life.	  
From	  a	  social	  anthropologic	  perspective,	  Miller’s	  consumption	  theory	  (1987,	  p.	  215)	  
maintains	  that	  mass-­‐produced	  goods	  may	  represent	  culture	  because	  ‘identities,	  social	  
affiliations	  and	  everyday	  practices’	  are	  formed	  through	  objectification,	  in	  which	  objects	  
form	  an	  essential	  part	  of	  the	  process.	  Modern	  consumption	  also	  suggests	  a	  preference	  
for	  the	  present	  in	  contrast	  to	  an	  uncertain	  future:	  
	  
Objectification	  is	  intended	  as	  the	  foundation	  for	  a	  theory	  of	  culture,	  which	  
can	  have	  no	  independent	  subject,	  as	  neither	  individuals	  nor	  societies	  can	  be	  
considered	  as	  its	  originators.	  Objectification	  is	  therefore	  an	  assertion	  of	  the	  
non-­‐reductionist	  nature	  of	  culture	  as	  process	  (Miller,	  1987,	  p.	  33).	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As	  early	  as	  1875,	  ethnologist	  and	  archaeologist	  Pitt-­‐Rivers	  described	  material	  culture	  as	  
the	  ‘outward	  signs	  and	  symbols	  of	  particular	  ideas	  in	  the	  mind’	  (Pitt-­‐Rivers,	  1875,	  cited	  
in	  McCracken,	  1990,	  p.	  58).	  In	  the	  late	  twentieth	  century,	  clothing	  was	  one	  of	  three	  
symbolic	  properties	  (the	  others	  were	  food	  and	  housing)	  of	  material	  culture	  (McCracken,	  
1990).	  English	  author	  (twentieth	  century	  modernist)	  Virginia	  Woolf	  stated,	  ‘clothes	  are	  
but	  a	  symbol	  of	  something	  hid	  deep	  beneath’	  (Woolf,	  1928,	  cited	  in	  Koppen,	  2009),	  
whilst	  the	  Scottish	  writer,	  Thomas	  Carlyle	  argued	  that	  ‘clothes	  are	  symbols’,	  but	  also	  
that	  ‘symbols	  are	  clothes’	  in	  his	  book	  Sartor	  Resartus	  (meaning	  ‘The	  tailor	  re-­‐tailored’)	  
which	  was	  published	  in	  1836.	  
	  
The	  first	  concerns	  the	  semiotic	  function	  of	  clothes	  within	  a	  cultural	  system	  
of	  signification,	  inscribing	  a	  range	  of	  social	  relations,	  beliefs	  and	  
assumptions…	  The	  other	  part	  of	  Carlyle’s	  argument,	  ‘that	  all	  Symbols	  are	  
properly	  Clothes’,	  involves	  an	  understanding	  of	  the	  proper	  function	  of	  
linguistic	  mediacy	  and	  the	  relation	  of	  individual	  symbols	  to	  a	  universal	  
allegory	  of	  the	  divine,	  a	  meaningful	  scheme	  in	  the	  universe	  (Koppen,	  2009,	  
p.	  44).	  
	  
Thomas	  Carlyle’s	  view	  that	  ‘clothes	  are	  symbols’	  means	  that	  wearing	  specific	  clothes,	  
such	  as	  a	  uniform,	  signifies	  social	  identity,	  whereas	  the	  opposite	  view	  that	  ‘symbols	  are	  
clothes’	  may	  refer	  to	  clothing	  that	  speaks	  for	  itself,	  and	  generates	  self-­‐identity.	  
Therefore,	  the	  role	  of	  clothes	  can	  possibly	  be	  both	  collectivist	  and	  individualist.	  When	  
related	  to	  the	  luxury	  Chinese	  branding	  practice,	  the	  deployment	  of	  Chinese	  tropes	  in	  
design	  could	  be	  viewed	  as	  expressive	  of	  national	  identity,	  associated	  with	  China	  as	  a	  
collectivist	  society.	  In	  contrast,	  those	  LCBs	  with	  no	  mark	  of	  stereotypical	  Chinese	  tropes	  
are	  looking	  for	  new	  symbolic	  images	  with	  which	  to	  construct	  Chinese	  identity	  an	  
individualist.	  In	  a	  fashion	  publication,	  Wu	  (2008,	  p.	  175)	  agrees	  that	  clothes	  are	  obvious	  
social	  status	  symbols,	  especially	  those	  with	  known	  brand	  identities	  or	  signature	  
monographs	  or	  patterns.	  Some	  metaphorical	  phrases,	  such	  as	  ‘the	  language	  of	  clothes’	  
used	  as	  the	  title	  of	  Alison	  Lurie’s	  book	  (1981)	  and	  ‘the	  language	  of	  fashion’	  in	  Roland	  
Barthes’s	  book,	  define	  clothing	  as	  a	  medium	  of	  communication.	  Nevertheless,	  cultural	  
anthropologist	  Grant	  McCracken	  questions	  the	  effectiveness	  of	  clothing	  as	  a	  
‘communicator’,	  especially	  in	  cultural	  expression	  (1990,	  p.	  57).	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In	  a	  thematic	  review	  of	  anthropology,	  McCracken	  (1990)	  concludes	  that	  some	  
metaphors	  from	  clothing	  do	  not	  transmit	  culture	  as	  well	  as	  language	  does	  by	  ‘verbal	  
testimony’.	  He	  lists	  a	  wide	  range	  of	  categories	  of	  Moravian	  folk	  costume	  from	  a	  clothing	  
project	  conducted	  by	  Bogatyrev	  in	  1971,	  in	  which	  clothing	  was	  defined	  according	  to	  
different	  cultural	  categories	  of	  colour,	  shape	  and	  fabric,	  rank,	  sex,	  marital	  status,	  
occupation,	  time,	  place,	  activity,	  and	  age.	  The	  list	  showed	  that	  clothing	  is	  connected	  to	  
various	  aspects	  of	  daily	  life	  and	  may,	  to	  a	  certain	  extent,	  reflect	  culture.	  McCracken	  also	  
reviewed	  ethnographic	  cases	  in	  order	  to	  define	  cultural	  principles,	  cultural	  process,	  
social	  distance	  and	  social	  changes	  within	  the	  context	  of	  clothing.	  Figure	  38	  summarises	  
the	  expressive	  properties	  of	  McCracken’s	  thematic	  review.	  
	  
McCracken	  argues	  that	  clothing	  is	  a	  type	  of	  material	  culture,	  which	  ‘plays	  its	  diachronic	  
role	  variously’	  (McCracken,	  1990,	  p.	  61).	  Indeed,	  material	  culture	  is	  a	  subtle	  
communicator	  and	  may	  arguably	  stimulate	  the	  human	  senses	  (sight,	  touch,	  hearing,	  
smell	  and	  taste)	  through	  any	  creative	  cultural	  performance.	  The	  development	  of	  brands	  
has	  established	  a	  versatile	  material	  culture	  in	  China	  since	  the	  late	  twentieth	  century	  
(Wu,	  2008,	  p.	  174).	  A	  brand	  report	  by	  BrandZ™,	  ‘Top	  100	  most	  valuable	  Chinese	  brands	  
in	  2014’	  (Schept,	  2014),	  shows	  an	  increase	  in	  from	  50	  to	  100	  brands	  in	  the	  brand	  
analysis,	  whilst	  eight	  more	  categories	  have	  been	  added	  giving	  a	  total	  of	  21	  categories	  of	  
valuable	  Chinese	  brands	  in	  2014.	  In	  the	  1990s,	  one	  successful	  material-­‐to-­‐culture	  story	  
was	  that	  of	  the	  brand	  Levi’s	  (Lévi-­‐Strauss	  &	  Co.).	  The	  company	  used	  denim	  jeans	  (denim	  
is	  a	  fabric)	  as	  tangible	  objects	  and	  established	  an	  ideological	  conception	  of	  American	  
culture	  (McCracken,	  1990,	  p.	  58).	  With	  the	  ‘Made	  in	  the	  USA’	  label,	  Levi’s	  denim	  jeans	  
represent	  a	  culture	  of	  freedom	  symbolising	  the	  American	  lifestyle.	  The	  LCBs	  have	  
produced	  key	  objects	  of	  material	  culture	  in	  China,	  and	  Chinese	  trope	  design	  
demonstrates	  clear	  evidence	  through	  the	  material	  culture	  of	  social	  change	  in	  China.	  
This	  also	  suggests	  that	  studying	  Chinese	  brands	  and	  their	  products	  in	  the	  area	  of	  luxury	  
Chinese	  lifestyle	  fashion	  brands	  may	  provide	  an	  understanding	  of	  the	  forms	  of	  non-­‐
verbal	  cultural	  expression	  employed	  in	  modern	  China.	  In	  the	  following	  section,	  a	  study	  
of	  the	  luxury	  Chinese	  lifestyle	  fashion	  brand	  development	  will	  provide	  the	  contextual	  
information	  for	  this	  inquiry.	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Branding	  and	  cultural	  expression	  
Giddens	  (2002)	  claims	  that,	  since	  the	  economic	  boom	  (Faure,	  2006)	  and	  cultural	  
integration	  (Lu,	  2008)	  caused	  by	  the	  transformation	  within	  China,	  the	  increase	  in	  world	  
trade	  has	  generated	  a	  wide	  variety	  of	  products	  and	  brands	  in	  the	  global	  consumer	  
market.	  As	  a	  nation	  that	  is	  ‘the	  manufacturing	  hub	  of	  the	  world’,	  China	  is	  expanding	  its	  
position	  from	  a	  product-­‐oriented	  country	  to	  a	  brand-­‐oriented	  country	  (George	  and	  
Kumar,	  2017,	  pp.41-­‐42).	  In	  a	  study	  of	  branding,	  carried	  out	  by	  the	  prominent	  brand	  
consultant	  Wally	  Olins	  (1930	  –	  2014),	  in	  the	  late	  nineteenth	  century,	  ‘brand’	  was	  used	  as	  
‘a	  manifestation	  of	  differentiation.	  It	  is	  an	  attempt	  to	  differentiate	  one	  fast-­‐moving	  
consumer	  product	  from	  another’	  (Millman,	  2011,	  p.	  11).	  Giddens’s	  view	  of	  ‘branding’	  is	  
that	  it	  enables	  global	  corporations	  to	  support	  business,	  to	  build	  up	  a	  company	  image	  
and	  to	  achieve	  economic	  success	  (2002,	  p.	  26).	  Branding	  plays	  a	  role	  in	  changing	  the	  
internal	  operations	  of	  a	  corporation;	  it	  aims	  to	  transform	  the	  management	  of	  corporate	  
identity,	  culture	  and	  innovation.	  The	  branding	  process	  involves	  integrating	  strategic	  
planning	  with	  market	  research,	  innovative	  design,	  positioning,	  production	  and	  
promotion,	  in	  order	  to	  satisfy	  the	  specific	  demands	  of	  target	  stakeholders	  (Pavitt,	  2000,	  
p.	  21;	  Kornberger,	  2010).	  In	  the	  twentieth	  century,	  branding	  became	  a	  new	  form	  for	  
product	  organization	  and	  consumption	  management	  (Kornberger,	  2010).	  	  
	  
The	  consistent	  view	  of	  researchers	  is	  that	  branding	  is	  shifting	  from	  a	  functional	  focus	  
towards	  a	  consumer	  lifestyle	  orientation	  (Orth,	  et	  al.,	  2004;	  Chernev,	  Hamilton	  and	  Gal,	  
2011)	  and	  branding	  practice	  has	  become	  a	  driving	  force	  in	  the	  generation	  of	  a	  material	  
culture	  in	  China.	  When	  Western	  culture	  was	  first	  introduced	  to	  the	  first-­‐tier	  cities	  in	  
China	  (Beijing,	  Shanghai,	  Chongqing	  and	  Tianjin)	  through	  the	  introduction	  of	  Western	  
luxury	  brands,	  the	  Chinese	  were	  fascinated	  by	  the	  modern	  urban	  lifestyle	  (Jackson	  and	  
Shaw,	  2006,	  p.	  72).	  With	  an	  ideology	  of	  ‘Western	  brands	  provide	  modern	  lifestyle’	  (Wu,	  
2008,	  p.	  176),	  several	  studies	  of	  Chinese	  luxury	  marketing	  (Chadha	  and	  Husband,	  2006;	  
Lu,	  2008;	  Chevalier	  and	  Lu,	  2010)	  have	  shown	  that	  the	  second	  generation	  of	  wealthy	  
Chinese,	  who	  normally	  first	  experienced	  the	  Western	  lifestyle	  through	  travel	  and	  
overseas	  study,	  have	  inherited	  a	  passion	  for	  luxury	  consumption	  and	  have	  become	  the	  
major	  consumers	  of	  Western	  luxury	  lifestyle	  fashion	  brands.	  Chinese	  luxury	  
consumption	  demonstrates	  that	  the	  newly	  wealthy	  in	  China	  are	  heavily	  influenced	  by	  a	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Western	  lifestyle,	  and	  this	  generation’s	  outlook	  is	  a	  hybrid	  of	  communism,	  capitalism	  
and	  Confucianism	  (Justice,	  2012,	  p.	  59),	  living	  an	  East-­‐meets-­‐West	  lifestyle.	  
	  
In	  the	  twentieth	  century,	  branding	  became	  more	  intangible	  and	  brand	  strategists	  began	  
to	  use	  it	  as	  an	  emotional	  tool	  to	  affect	  human	  thoughts	  and	  interactions	  in	  daily	  life,	  so	  
that	  branding	  and	  lifestyle	  became	  interrelated	  in	  a	  social	  context.	  Branding	  scholar	  
Martin	  Kornberger	  (2010)	  states	  that,	  ‘passive	  consumers	  turned	  into	  co-­‐producer-­‐
activists’;	  branding	  is	  so	  influential	  that	  it	  allows	  individuals	  to	  create	  their	  own	  lifestyles	  
(Kornberger,	  2010),	  which	  may	  even	  transform	  a	  society	  (Laskowski,	  2010).	  In	  China,	  
changing	  lifestyle	  is	  closely	  connected	  to	  consumption.	  Garner	  (2006,	  p.	  67)	  lists	  three	  
key	  factors	  that	  affect	  changing	  lifestyles	  in	  China:	  urbanisation,	  population	  migration	  
and	  education.	  Firstly,	  one	  population	  study	  predicts	  that	  the	  number	  of	  people	  in	  urban	  
areas	  in	  China	  will	  increase	  dramatically	  from	  350	  million	  in	  1994	  to	  750	  million	  in	  2024	  
(Garner,	  2006).	  This	  figure	  represents	  a	  growth	  in	  the	  demand	  for	  a	  quality	  urban	  
lifestyle.	  Secondly,	  population	  migration	  offers	  a	  change	  of	  lifestyle	  for	  rural	  China.	  A	  
growing	  number	  of	  people	  migrating	  from	  rural	  to	  urban	  locations	  are	  seeking	  better	  
career	  prospects	  and	  a	  higher	  standard	  of	  living	  (Croll,	  2006),	  exchanging	  a	  basic	  desire	  
for	  food	  consumption,	  for	  a	  lifestyle	  of	  conspicuous	  consumption	  in	  urban	  areas	  such	  as	  
Beijing,	  Shanghai	  and	  other	  Chinese	  cities.	  Thirdly,	  education	  is	  a	  factor	  in	  changing	  
lifestyles	  in	  China,	  equipping	  people,	  through	  enhanced	  knowledge	  and	  skills,	  to	  
increase	  their	  incomes	  and	  achieve	  lifestyle	  improvements	  (Croll,	  2006;	  Garner,	  2006).	  It	  
could	  be	  argued	  that	  the	  decreased	  birth	  rate	  resulting	  from	  the	  one-­‐child	  policy	  in	  
China	  has	  also	  stimulated	  a	  desire	  for	  lifestyle	  living	  through	  quality	  luxury	  commodities.	  
In	  addition,	  this	  one-­‐child	  policy	  will	  also	  lead	  to	  a	  significant	  growth	  in	  the	  ageing	  
population,	  from	  40	  million	  in	  1994	  to	  120	  million	  in	  2024	  in	  the	  50-­‐54	  age	  range	  
(Garner,	  2006).	  Garner’s	  (2006)	  study	  clearly	  shows	  that	  lifestyles	  in	  China	  are	  
constantly	  changing	  and	  will	  continue	  to	  do	  so	  in	  the	  future.	  
	  
The	  term	  ‘lifestyle’	  has	  often	  been	  associated	  with	  ‘luxury’,	  symbolising	  quality,	  style	  
and	  pleasure	  (Chernev,	  Hamilton	  and	  Gal,	  2011).	  Lifestyle	  indicates	  personal	  preferences	  
and	  is	  related	  to	  one’s	  brand	  experiences	  (Kornberger,	  2010).	  Several	  lifestyle	  and	  
branding	  studies	  have	  shown	  that	  lifestyle	  is	  linked	  up	  with	  social	  (Kornberger,	  2010)	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and	  cultural	  development	  (Kornberger,	  2010;	  Laskowski,	  2010;	  Chernev,	  Hamilton	  and	  
Gal,	  2011):	  it	  is	  ephemeral	  and	  is	  constantly	  changing.	  In	  the	  view	  of	  marketers	  Saviolo	  
and	  Marazza	  (2013),	  lifestyle	  is	  closely	  linked	  to	  consumption	  and	  is	  extremely	  
influential	  in	  brand	  purchasing	  decisions	  (Kornberger,	  2010).	  Orth,	  et	  al.	  (2004)	  note	  that	  
people	  with	  different	  lifestyles	  exhibit	  different	  consumer	  behaviour;	  thus,	  an	  
understanding	  of	  consumer	  lifestyle	  activities	  provides	  insights	  with	  which	  marketers	  
create	  social	  and	  emotional	  attachments	  to	  a	  brand.	  Conversely,	  brand	  strategists	  are	  
able	  to	  customise	  or	  create	  relevant	  lifestyle	  themes	  to	  target	  specific	  consumer	  groups.	  
	  
In	  a	  branding	  and	  business	  study,	  Kornberger	  (2010,	  p.	  185)	  describes	  lifestyle	  as	  ‘one’s	  
emotions,	  behaviour,	  tastes	  and	  other	  socio-­‐cognitive	  functions’	  whilst	  Saviolo	  and	  
Marazza’s	  view	  of	  lifestyle	  is	  that	  it	  is	  a	  means	  of	  self-­‐expression	  (2013,	  p.	  71).	  Scholars	  
of	  lifestyle	  branding,	  Chernev,	  Hamilton	  and	  Gal	  (2011),	  also	  claim	  that	  brand	  
consumption	  is	  a	  form	  of	  self-­‐expression	  of	  values,	  attributes	  and	  ethnic	  background.	  
This	  indicates	  a	  close	  link	  between	  lifestyle	  and	  brand	  consumption.	  Kornberger	  (2010)	  
sees	  brands	  as	  ‘a	  non-­‐verbal	  medium	  for	  thinking’;	  lifestyle	  branding	  is,	  therefore,	  a	  
hidden	  game,	  one	  that	  is	  psychological	  (Holt,	  2004;	  Laskowski,	  2010)	  and	  psychographic	  
(Orth,	  et	  al.,	  2004),	  which	  aims	  to	  deliver	  and	  implant	  a	  brand’s	  beliefs	  and	  set	  of	  values	  
in	  consumers’	  daily	  thoughts	  and	  lives.	  The	  aim	  of	  lifestyle	  branding	  practice	  is	  to	  build	  a	  
sense	  of	  belonging	  and	  desire	  in	  stakeholders	  and	  to	  create	  cultural	  links	  between	  
specific	  communities	  who	  have	  similar	  attributes.	  Lifestyle	  branding	  is	  a	  new	  trend	  in	  
branding	  practice,	  which	  grew	  up	  in	  the	  late	  twentieth	  century.	  However,	  most	  branding	  
studies	  only	  examine	  ‘branding’	  as	  a	  whole,	  rather	  than	  focusing	  specifically	  on	  ‘lifestyle	  
branding’.	  Lifestyle	  brands	  have	  a	  wide	  range	  of	  product	  lines	  to	  fit	  various	  aspects	  of	  
daily	  life.	  Saviolo	  and	  Marazza	  (2013)	  point	  out	  that	  branding	  practices	  claim	  to	  provide	  
different	  types	  of	  benefits	  to	  customers	  through	  their	  associated	  symbolic	  brand	  value,	  
such	  as	  the	  functional,	  emotional	  and	  social	  benefits	  proposed	  by	  Aaker	  in	  2009:	  	  
	  
Functional	  benefit—When	  I	  buy	  or	  use	  this	  brand,	  I	  get…	  
Emotional	  benefit	  (hetero-­‐directed)—When	  I	  buy	  or	  use	  this	  brand,	  I	  am…	  
Emotional	  benefit	  (auto-­‐directed)—When	  I	  buy	  or	  use	  this	  brand,	  I	  feel…	  
Social	  benefit—When	  I	  buy	  or	  use	  this	  brand,	  I	  relate	  to…	  	  
(Aaker,	  cited	  by	  Saviolo	  and	  Marazza,	  2013,	  p.	  38)	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This	  definition	  retains	  the	  general	  meaning	  of	  ‘brand’	  but	  with	  no	  distinction	  for	  
‘lifestyle’.	  Nevertheless,	  the	  definition	  of	  lifestyle	  brands	  generated	  by	  insights	  into	  the	  
social	  needs	  of	  consumers	  is	  indisputable	  (Saviolo	  and	  Marazza,	  2013).	  In	  contemporary	  
material	  culture,	  social	  needs	  are	  constantly	  changing	  and	  are	  affected	  by	  communities	  
with	  the	  same	  cultural	  values.	  Saviolo	  and	  Marazza	  (2013)	  have	  termed	  lifestyle	  
branding	  activities	  as	  ‘aspirational	  marketing’,	  a	  practice	  which	  constitutes	  a	  ‘call	  to	  
action’.	  Olins	  claims	  that	  ‘branding	  is	  a	  profound	  manifestation	  of	  the	  human	  condition.	  
It	  is	  about	  belonging:	  belonging	  to	  a	  tribe,	  to	  a	  religion,	  to	  a	  family’	  (Millman,	  2011,	  p.	  
11).	  Through	  this	  understanding	  Olins	  was	  able	  to	  set	  the	  concept	  of	  ‘nation	  branding’	  
that	  ‘was	  key	  to	  economic	  growth	  in	  a	  globalised	  world’	  (Ong,	  2015).	  Kornberger	  claims	  
that	  brand	  strategists	  and	  consumers	  are	  taking	  the	  role	  of	  co-­‐creators	  (Ind,	  2011),	  and	  
shaping	  each	  other	  (Kornberger,	  2010)	  in	  an	  interwoven	  relationship	  of	  branding	  
activities	  to	  reform	  society	  and	  create	  various	  ‘lifestyle	  tribes’	  (Kornberger,	  2010;	  Saviolo	  
and	  Marazza,	  2013):	  
	  
Lifestyle	  brands	  describe	  who	  we	  are,	  what	  we	  believe,	  what	  tribe	  we	  
belong	  to.	  They	  communicate	  our	  status	  and	  our	  aspirations.	  They	  indicate	  
the	  way	  we	  deal	  with	  our	  life	  and	  sometimes	  reflect	  our	  own	  unconscious	  
(Saviolo	  and	  Marazza,	  2013,	  p.	  60).	  
	  
Lifestyle	  branding	  means	  constructing	  dreams	  for	  consumers	  in	  different	  ‘lifestyle	  tribes’	  
(Kornberger,	  2010).	  In	  brand	  scholar	  Laskowski’s	  (2010)	  notion	  of	  lifestyle	  branding,	  it	  
provides	  a	  ‘set	  of	  values’	  desired	  by	  the	  consumer.	  Some	  scholars	  regard	  this	  
aspirational	  marketing	  as	  manipulative	  (Kornberger,	  2010;	  Laskowski,	  2010)	  and	  define	  
such	  practice	  as	  ‘Brand	  Shamanism’,	  a	  way	  to	  control	  the	  public	  psyche	  that	  leads	  to	  
social	  differentiation	  between	  groups	  and	  communities	  in	  a	  single	  society	  (Laskowski,	  
2010).	  Laskowski’s	  (2010)	  views	  the	  rise	  of	  lifestyle	  brands	  as	  the	  result	  of	  intense	  
competition	  in	  the	  consumer	  market.	  It	  may	  be	  concluded	  that	  emerging	  lifestyle	  brands	  
are	  substituting	  prestige	  luxury	  brands	  for	  excessive	  mass	  luxury.	  Lifestyle	  branding	  is	  a	  
business	  strategy	  to	  provide	  more	  choices	  with	  different	  brand	  promises	  in	  different	  
practices	  of	  daily	  life.	  Many	  sub-­‐brands	  are	  generated	  by	  one	  master	  brand,	  playing	  
similar	  roles	  in	  achieving	  this	  purpose.	  Luxury	  marketer	  Lu	  (2008)	  claims	  that	  sub-­‐
branding	  may	  cater	  to	  different	  consumer	  tastes;	  however,	  inconsistent	  brand	  images	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with	  different	  brand	  positioning	  may	  confuse	  consumers	  and	  fail	  to	  connect	  the	  sub-­‐
brand	  with	  the	  master	  brand.	  By	  shifting	  to	  a	  contemporary	  term,	  ‘lifestyle	  brand’,	  the	  
master	  brand	  may	  enhance	  its	  product	  category	  extension	  to	  cover	  a	  wider	  range	  of	  
market	  segments	  and	  build	  a	  stronger	  business	  position	  with	  a	  consistent	  brand	  image.	  
‘Lifestyle	  brand’	  became	  a	  popular	  term	  when	  some	  renowned	  luxury	  fashion	  brands,	  
such	  as	  Louis	  Vuitton	  and	  Gucci,	  expanded	  their	  business	  into	  this	  area	  of	  branding	  
practice	  in	  the	  1990s.	  A	  new	  concept	  of	  luxury	  lifestyle	  brands	  has	  emerged	  in	  luxury	  
branding	  practice	  in	  China.	  The	  large	  number	  of	  emerging	  luxury	  Chinese	  lifestyle	  
fashion	  brands	  provide	  evidence	  of	  ‘lifestyle	  tribes’,	  targeting	  the	  rapidly	  increasing	  
number	  of	  Chinese	  luxury	  consumers	  with	  constantly	  changing	  lifestyles.	  
	  
Atsmon	  and	  Magni	  (2016)	  report	  on	  Chinese	  consumers:	  Revisiting	  our	  predictions	  that	  
review	  the	  changing	  China	  market	  in	  comparison	  to	  a	  2011	  prediction.	  The	  scholars	  
believed	  that	  Chinese	  consumers	  would	  shift	  their	  spending	  from	  mass	  to	  premium	  
products	  that	  improve	  living	  standard	  as	  their	  income	  grows.	  A	  2016,	  McKinsey	  China	  
consumer	  report,	  The	  Modernization	  of	  the	  Chinese	  Consumer,	  shows	  that	  the	  Chinese	  
consumption	  pattern	  moved	  from	  products	  in	  2012	  to	  lifestyle	  services	  in	  2015.	  The	  
report	  details	  four	  key	  consumer	  trends:	  1)	  Loyalty	  to	  brands;	  2)	  Healthy	  living;	  3)	  Family	  
focus;	  and	  4)	  Experiences/International	  travel	  (Zipser,	  Chan	  and	  Gong,	  2016).	  The	  CEO	  of	  
McKinsey	  predicted	  a	  sustained	  GDP	  growth	  of	  5.6%	  a	  year	  over	  the	  next	  15	  years,	  
despite	  a	  drop	  in	  GDP	  growth	  from	  10.3%	  during	  2000-­‐10	  to	  6.9%	  in	  2015	  (McKinsey	  &	  
Company,	  2016).	  Various	  scholars	  from	  the	  fields	  of	  design,	  luxury	  and	  branding	  claim	  
that	  domestic	  luxury	  Chinese	  fashion	  brands	  that	  express	  and	  deliver	  Chinese	  cultural	  
content	  will	  potentially	  become	  the	  preference	  of	  the	  majority	  of	  luxury	  consumers	  and	  
will	  arguably	  dominate	  the	  future	  development	  of	  the	  global	  luxury	  market	  (Larenaudie,	  
2005;	  Tucker,	  2006;	  Fara,	  2007;	  Justice,	  2012).	  Luxury	  marketers	  Chadha	  and	  Husband	  
(2006)	  predicted	  that	  these	  luxury	  Chinese	  fashion	  brands	  would	  follow	  the	  pattern	  of	  
European	  luxury	  brand	  development	  and	  shift	  their	  branding	  practices	  to	  a	  lifestyle	  
mode.	  According	  to	  the	  model	  of	  ‘The	  spread	  of	  luxury’	  shown	  in	  Figure	  37,	  Chinese	  
luxury	  consumers	  are	  moving	  from	  Stage	  3	  (‘Show	  Off’)	  to	  Stage	  4	  (‘Fit	  in	  the	  Luxury	  
Lifestyle’)	  (Chadha	  and	  Husband,	  2006,	  p.	  43).	  
	  
	  	   45	  
Business	  strategy	  scholars	  George	  and	  Kumar	  (2017)	  have	  studied	  both	  successful	  and	  
failed	  cases	  of	  brand-­‐building	  strategies	  of	  selected	  Chinese	  brands	  from	  different	  
industry	  sectors.	  Despite	  the	  success	  stories	  of	  joint	  ventures	  and	  merger	  and	  
acquisition,	  Chinese	  brands	  are	  struggling	  to	  build	  a	  renowned	  super	  brand	  in	  the	  global	  
market.	  George	  and	  Kumar	  (2017,	  pp.47-­‐49)	  propose	  a	  four-­‐phase	  entry	  strategy	  to	  
develop	  Chinese	  brands	  in	  the	  global	  market:	  1)	  building	  a	  strong	  brand	  in	  the	  home	  
market,	  2)	  deciding	  on	  the	  mode	  of	  internationalisation	  in	  market	  entry	  strategy	  and	  
positioning,	  3)	  building	  the	  brand	  in	  the	  foreign	  market,	  and	  4)	  crafting	  the	  global	  super	  
brand.	  This	  suggestion	  may	  apply	  in	  terms	  of	  general	  brand	  building	  guidelines	  as	  a	  way	  
to	  enter	  the	  international	  market	  but	  lacks	  consideration	  of	  cultural	  specificity,	  
especially	  regarding	  the	  cultural	  differences.	  Chinese	  culture	  is	  an	  obstacle	  to	  
communication	  and	  understanding	  for	  international	  business	  (Chadha	  and	  Husband,	  
2006;	  Ooi,	  2007).	  Interpreting	  Chinese	  culture	  and	  embedding	  it	  within	  a	  Western	  
lifestyle	  effectively	  is	  always	  a	  challenge	  to	  all	  emerging	  luxury	  Chinese	  brands.	  
	  
In	  the	  1990s,	  Orientalism	  had	  a	  considerable	  impact	  (Clark,	  2009b)	  and	  Chinese	  tropes	  
were	  being	  widely	  deployed	  in	  the	  global	  luxury	  fashion	  brand	  collections	  by	  fashion	  
designers	  such	  as	  Donna	  Karen,	  Dries	  van	  Noten	  and	  Valentino.	  The	  exotic	  designs	  
fulfilled	  the	  curiosity	  of	  the	  West	  about	  the	  East	  and	  reflected	  ideologies	  about	  China.	  
Despite	  the	  Western	  admiration	  for	  the	  aesthetics	  of	  the	  oriental-­‐Chinese	  style,	  these	  
global	  fashion	  brands	  and	  designers	  did	  not	  seem	  to	  be	  concerned	  about	  the	  origin	  and	  
authenticity	  of	  the	  objects	  and	  fashions	  (Geczy,	  2013).	  In	  fact,	  some	  debates	  have	  
addressed	  widespread	  cultural	  appropriation	  problems	  and	  have	  raised	  concerns	  about	  
ethical	  issues	  in	  the	  fashion	  industry.	  Fashion	  writer	  Sola-­‐Santiago	  (2017)	  describes	  the	  
‘inspired’	  designs,	  which	  apply	  elements	  from	  other	  cultures,	  as	  ‘insensitive,	  ill-­‐
informed,	  and	  offensive’.	  A	  notable	  example	  is	  Urban	  Outfitters,	  who	  employed	  the	  
name	  and	  the	  symbols	  of	  the	  Navajo	  Nation,	  one	  of	  America’s	  largest	  Native	  American	  
tribes,	  on	  their	  branded	  products,	  including	  a	  liquor	  flask	  in	  2012	  (Sola-­‐Santiago,	  2017).	  
Japanese	  designer	  Junya	  Watanabe	  intertwined	  kente	  and	  batik	  fabrics,	  originally	  found	  
in	  West	  Africa,	  in	  the	  S/S	  2016	  Collection	  (Nylander,	  2015).	  Other	  cultural	  appropriation	  
instances	  include	  misuse	  of	  language	  and	  misrepresentation	  of	  cultural	  elements	  
(Nylander,	  2015;	  Hairston,	  2017).	  The	  practice	  of	  decontextualised	  stereotypes	  can	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easily	  be	  found	  in	  global	  fashion	  collections,	  especially	  in	  surface	  textile	  designs.	  It	  has	  
arguably	  redefined	  ‘inspiration’	  as	  associated	  with	  originality	  in	  ideation.	  Nylander	  
(2015)	  states	  that	  ‘designers	  have	  long	  taken	  inspiration	  from	  cultures	  and	  communities	  
outside	  their	  own’.	  The	  cases	  of	  Chinese	  tropes	  deployment	  will	  undoubtedly	  become	  a	  
critical	  issue	  for	  global	  Western	  fashion	  brands;	  it	  may	  also	  generate	  unexpected	  impact	  
on	  luxury	  Chinese	  lifestyle	  fashion	  brands.	  
	  
According	  to	  Fashion	  scholar	  Hazel	  Clark	  (2009b),	  following	  the	  success	  of	  ‘Chinese	  chic’	  
effects	  in	  Western	  luxury	  fashion	  brands,	  the	  practice	  of	  using	  Chinese	  tropes	  became	  a	  
dominant	  trend	  in	  emerging	  LCBs,	  thus	  creating	  more	  Chinese	  tropes	  designs	  for	  the	  
Western	  market.	  Several	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands,	  such	  as	  
Shanghai	  Tang	  (上海滩) and	  Vivienne	  Tam	  (named	  after	  the	  designer	  Vivienne	  Tam	  (譚燕
⽟玉),	  both	  originating	  from	  Hong	  Kong	  SAR	  of	  China,	  have	  incorporated	  an	  overwhelming	  
amount	  of	  Chinese	  tropes	  as	  brand	  themes	  and	  as	  visual	  brand	  elements.	  Moreover,	  
both	  brands	  have	  a	  distinguished	  track	  record	  in	  the	  global	  luxury	  market,	  according	  to	  
various	  luxury	  market	  researchers	  (Lu,	  2008;	  Chevalier	  and	  Lu,	  2010).	  This	  ‘Chinese	  chic’	  
trend	  was	  extended	  to	  the	  domestic	  luxury	  Chinese	  fashion	  brands	  in	  the	  early	  twenty-­‐
first	  century.	  NE	  Tiger	  (东北虎) is	  a	  signature	  domestic	  luxury	  Chinese	  fashion	  brand	  
specialising	  in	  haute	  couture.	  The	  company	  claims	  to	  embed	  ‘China’s	  5,000	  years	  of	  
culture	  and	  civilization’	  (Lu,	  2008,	  p.	  155)	  as	  the	  brand	  theme.	  NE	  Tiger’s	  brand	  promise	  
of	  class	  and	  heritage	  was	  purposely	  designed	  to	  fulfil	  the	  demands	  of	  luxury	  Chinese	  
consumers	  who	  were	  looking	  for	  a	  ‘feeling	  of	  class	  and	  affluence’,	  and	  more	  of	  a	  
Chinese	  nationalism	  (Lu,	  2008,	  p.	  156).	  A	  luxury	  marketing	  report	  by	  McKinsey,	  
McKinsey	  Insights	  China	  (Atsmon	  et	  al.,	  2011,	  pp.	  30-­‐31)	  states	  that	  one	  third	  of	  China’s	  
luxury	  consumers	  would	  expect	  new	  product	  designs,	  labels	  or	  sub-­‐brands	  from	  
domestic	  LCBs	  to	  refer	  to	  Chinese	  heritage.	  Labbrand,	  a	  Shanghai	  brand	  agency,	  
interviewed	  both	  professionals	  and	  the	  general	  public	  about	  their	  choice	  of	  the	  top	  ten	  
local	  luxury	  brands	  in	  China.	  The	  report	  (Labbrand,	  2008)	  found	  that	  brands	  with	  
Chinese	  tropes,	  which	  incorporate	  ‘Chinese	  heritage,	  cultural	  elements	  and	  traditional	  
origins’	  and	  transform	  into	  different	  cultural	  signs,	  comprised	  more	  than	  half	  of	  the	  top	  
ten	  local	  luxury	  brands	  in	  China	  (see	  Figure	  39).	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1.	  	  	  NE	  Tiger	  (东北虎)/	  
Fashion	  (Women’s	  apparel	  




Haute	  couture—custom-­‐made	  outfits	  
for	  weddings	  and	  gala	  events.	  
In	  2001,	  NE	  Tiger	  launched	  its	  own	  
luxury	  brand	  of	  clothing.	  





One	  of	  the	  most	  famous	  luxury	  
jewellery	  brands	  in	  China.	  Acquired	  by	  
Hong	  Kong	  entrepreneur	  Mr.	  Chen	  Yu	  
Tung.	  





A	  symbol	  of	  Chinese	  culinary	  culture.	  	  
Associated	  with	  festive	  events	  and	  
major	  celebrations,	  or	  is	  given	  as	  a	  gift.	  
4.	  	  	  Omnialuo	  (欧柏兰奴)/	  
Fashion	  (Women’s	  apparel)	  
Shenzhen/	  
1998	  
Maker,	  distributor	  and	  retailer	  of	  
quality	  women’s	  apparel.	  
5.	  	  	  Erdos	  Cashmere	  (鄂尔多斯)/	  
Fashion	  Textile	  (Cashmere)	  
Mongolia/	  
1979	  
Exporter	  of	  Mongolian-­‐made	  woven	  
and	  knitted	  garments,	  and	  garment	  
accessories	  from	  cashmere	  wool.	  





Strong	  aromatic	  liquor	  made	  from	  five	  
organic	  grains:	  broomcorn,	  rice,	  
glutinous	  rice,	  wheat	  and	  corn.	  	  
7.	  	  Changyu	  (张裕葡萄酒)/	  
Beverage	  




Four	  product	  categories:	  wine,	  brandy,	  
healthy	  liquor,	  and	  sparkling	  wine.	  





Privatized	  in	  2004.	  In	  2005,	  a	  500g	  of	  
64-­‐year-­‐old	  Pu’er	  tea	  was	  sold	  at	  
auction	  for	  one	  million	  yuan.	  
9.	  	  Dorian	  Ho	  (何國鉦)/	  
Fashion	  (Women’s	  apparel)	  
Hong	  Kong/	  
2004	  
Haute	  couture	  for	  evening	  events	  and	  
special	  occasion.	  
10.	  Xiangyun	  Sha	  (⾹香云纱)/	  





Known	  as	  Liang	  Chou.	  Homemade	  silk	  
from	  Shunde	  in	  Foshan	  city,	  
Guangdong	  (Chen	  and	  Keyton,	  2009).	  
	  
Fig.39:	  Ten	  top	  luxury	  Chinese	  brands	  (Labbrand,	  2008)	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The	  list	  was	  not	  limited	  to	  the	  fashion	  sector,	  but	  included	  a	  wider,	  lifestyle	  product	  
range	  and	  reflects	  a	  growing	  thirst	  for	  Chinese	  tropes	  designs	  in	  the	  internal	  China	  
market	  at	  the	  early	  stages	  of	  the	  LCB	  development.	  In	  terms	  of	  the	  luxury	  category,	  
fashion	  is	  the	  most	  popular,	  accounting	  for	  five	  out	  of	  the	  top	  ten	  local	  luxury	  brands	  in	  
China	  (Labbrand,	  2008).	  Three	  out	  of	  these	  five	  luxury	  fashion	  brands	  feature	  popular	  
Chinese	  tropes.	  Beverages	  make	  up	  the	  second	  largest	  category,	  comprising	  four	  out	  of	  
ten	  luxury	  brands,	  of	  which	  three	  are	  alcoholic	  beverages.	  Of	  the	  ten	  brands,	  NE	  Tiger	  
(东北虎),	  Chow	  Tai	  Fook	  (周⼤大福)	  and	  Omnialuo	  (欧柏兰奴)	  use	  Chinese	  historical	  
ornamental	  elements	  in	  their	  brand	  visuals;	  Erdos	  Cashmere	  (鄂尔多斯)	  and	  Xiangyun	  
Sha	  (⾹香云纱) feature	  Mongolian	  and	  Han	  Chinese	  handicraft	  skills	  respectively;	  Changyu	  
(张裕葡萄酒) and	  Dorian	  Ho	  (何国钲)	  have	  incorporated	  Western	  knowledge	  and	  skills	  
into	  their	  brand	  development	  and	  have	  developed	  more	  Western-­‐style	  brand	  attributes;	  
and	  Kweichow	  Mao	  Tai	  (贵州茅台),	  Wuliangye	  (五粮液) and	  Yunnan	  Pu’er	  Tea	  (云南普洱
茶) represent	  Chinese	  culinary	  culture,	  within	  which	  is	  also	  reflected	  the	  luxury	  lifestyle	  
of	  gift	  culture.	  
	  
In	  line	  with	  McCracken’s	  (1990)	  thematic	  review	  of	  the	  expressive	  properties	  of	  clothing	  
(see	  Figure	  38),	  most	  of	  the	  top	  ten	  local	  luxury	  brands	  deploy	  Chinese	  tropes	  that	  contain	  
culturally	  expressive	  properties	  of	  various	  Chinese	  provinces.	  This	  list	  of	  top	  local	  Chinese	  
brands	  provides	  important	  information	  for	  LCB	  development	  regarding	  the	  preferences	  of	  
Chinese	  luxury	  consumers.	  However,	  none	  of	  the	  top	  ten	  local	  LCBs	  have	  reached	  the	  same	  
level	  of	  admiration	  from	  global	  luxury	  consumers	  as	  their	  European	  counterparts.	  Changyu	  
(张裕葡萄酒)	  (Wine)	  has	  probably	  only	  been	  noticed	  by	  people	  from	  the	  beverage	  industry	  
on	  the	  mainland,	  despite	  more	  than	  a	  hundred	  years	  of	  brand	  history.	  The	  exception	  is	  NE	  
Tiger	  (东北虎),	  the	  haute	  couture	  brand	  producing	  custom	  made	  outfits	  for	  weddings	  and	  
gala	  events,	  which,	  with	  just	  twenty	  years	  of	  brand	  history,	  has	  received	  major	  international	  
attention	  since	  the	  late	  twentieth	  century.	  This	  case	  highlights	  the	  phenomenon	  of	  the	  
success	  of	  luxury	  fashion	  brands	  with	  tangible	  brand	  images	  that	  feature	  Chinese	  tropes	  in	  
China	  in	  the	  early	  twenty-­‐first	  century.	  
	  
A	  certain	  number	  of	  domestic	  Chinese	  brands	  began	  in	  small	  shops	  or	  as	  original	  equipment	  
manufacturers	  (OEMs),	  supplying	  equipment	  and	  resources—such	  as	  automobile	  parts	  and	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clothing—to	  other	  manufacturers,	  companies	  or	  brands	  who	  would	  then	  use	  the	  semi-­‐
finished	  commodities	  to	  produce	  complete	  products,	  particularly	  for	  export	  (George	  and	  
Kumar,	  2017).	  OEMs	  are	  the	  first	  of	  the	  three	  business	  start-­‐ups	  in	  the	  Chinese	  outsourcing	  
manufacturing	  industry	  (Carter	  and	  Findley,	  2012,	  p.	  102).	  According	  to	  a	  study	  of	  OEMs	  in	  
China	  (Carter	  and	  Findley,	  2012),	  the	  country’s	  decision	  to	  join	  the	  WTO	  in	  2001	  
contributed	  to	  the	  business	  growth	  of	  OEMs,	  even	  though	  it	  faced	  stiff	  competition	  from	  
other	  Asian	  countries	  like	  India	  and	  Vietnam	  and	  the	  challenges	  of	  the	  rising	  labour,	  raw	  
material	  and	  utility	  costs.	  Thus,	  these	  OEMs	  gradually	  shifted	  to	  another	  business	  model,	  
becoming	  original	  design	  manufacturers	  (ODMs),	  which	  produce	  company-­‐designed	  
products	  or	  co-­‐designed	  products	  with	  clients.	  In	  fact,	  some	  manufacturers	  offer	  both	  OEM	  
and	  ODM	  services	  in	  order	  to	  expand	  their	  market	  segment	  (Carter	  and	  Findley,	  2012,	  p.	  
102).	  
	  
Having	  experience	  of	  advanced	  production	  and	  techniques	  after	  producing	  and	  
designing	  for	  Western	  brand	  products,	  the	  ODMs	  have	  taken	  on	  the	  role	  of	  the	  third	  
business	  model,	  original	  brand	  manufacturers	  (OBMs),	  building	  up	  their	  own	  brand	  lines	  
through	  innovative	  designs	  (George	  and	  Kumar,	  2017),	  manufacturing	  and	  market	  
positioning.	  Carter	  and	  Findley	  (2012,	  p.	  110)	  report	  that	  the	  OEMs	  and	  ODMs	  have	  an	  
incentive	  to	  adopt	  this	  OBM	  model	  in	  order	  to	  increase	  market	  share	  and	  to	  enhance	  
profitability	  and	  market	  performance.	  This	  has	  been	  an	  intense	  learning	  process	  for	  
domestic	  Chinese	  designers,	  who	  have	  been	  generating	  designs	  at	  an	  international	  level.	  
Studies	  of	  Chinese	  business	  have	  shown	  that	  it	  has	  also	  been	  a	  challenge	  for	  Chinese	  
entrepreneurs	  to	  introduce	  ‘Made	  in	  China’	  to	  a	  global	  market	  (Zhu	  and	  Lam,	  2006;	  Nie,	  
Xin	  and	  Zhang,	  2009).	  This	  is	  particularly	  relevant	  in	  the	  light	  of	  Clark’s	  (2009b)	  study,	  
which	  showed	  that	  domestic	  ‘China	  style’	  luxury	  fashion	  brands	  had	  been	  labelled	  by	  
global	  consumers	  as	  poor-­‐quality	  products.	  Based	  on	  their	  negative	  reputation	  in	  the	  
global	  market,	  OBMs	  in	  China	  will	  need	  to	  make	  an	  additional	  effort	  to	  design	  and	  
establish	  a	  good-­‐quality	  control	  system	  in	  branding	  practices	  in	  order	  to	  gain	  a	  place	  in	  
the	  global	  market.	  
	  
One	  outstanding	  Chinese	  OEM,	  Huawei	  (華為),	  the	  largest	  mobile	  network	  equipment	  
brand	  in	  the	  world,	  operates	  a	  successful	  business-­‐to-­‐consumer	  model,	  by	  shifting	  to	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become	  an	  OBM.	  It	  developed	  from	  providing	  mobile	  equipment	  and	  manufacturing	  
services,	  such	  as	  Nokia	  Networks,	  Siemens	  and	  Ericsson,	  to	  initiating	  its	  own	  world-­‐class	  
mobile	  brands	  and	  ranking	  as	  one	  of	  the	  world’s	  top	  ten	  handset	  makers	  in	  2013	  (Kumar	  
and	  Steenkamp,	  2013,	  p.	  17).	  A	  study	  of	  other	  Asian	  branding	  practices	  by	  Kumar	  and	  
Steenkamp	  (2013)	  demonstrates	  that	  Japanese	  brands	  such	  as	  Toyota,	  Honda	  and	  Sony	  
were	  the	  pioneers	  in	  establishing	  ‘the	  Asian	  tortoise	  route’,	  that	  is	  by:	  1)	  establishing	  a	  
toehold	  in	  a	  niche	  market	  of	  a	  Western	  country	  with	  a	  decent	  product	  at	  a	  relatively	  low	  
price,	  and	  2)	  expanding	  market	  share	  by	  introducing	  a	  better	  quality	  product	  with	  
slightly	  higher	  pricing.	  They	  then	  expanded	  their	  product	  range	  until	  the	  brand’s	  goods	  
had	  a	  dominant	  place	  in	  the	  market.	  This	  route	  was	  successfully	  followed	  by	  South	  
Korean	  brands	  such	  as	  Samsung	  and	  LG.	  Chinese	  electrical	  appliance	  brand	  Haier	  (海尔)	  
also	  followed	  in	  the	  global	  footsteps	  of	  Japan	  and	  South	  Korea.	  Kumar	  and	  Steenkamp	  
(2013)	  list	  eight	  routes	  through	  which	  brands	  from	  emerging	  markets	  can	  break	  into	  
markets	  at	  a	  global	  level.	  A	  more	  detailed	  description	  of	  the	  routes	  that	  Chinese	  brands,	  
which	  have	  adopted	  this	  particular	  pathway	  is	  provided	  in	  the	  following	  table	  (see	  
Figure	  40).	  
	  
Kumar	  and	  Steenkamp	  (2013)	  identify	  the	  eight	  routes	  and	  the	  potential	  to	  be	  a	  global	  
brand	  based	  on	  their	  insights	  and	  experiences	  in	  marketing	  and	  business.	  Questions	  
arise	  as	  to	  the	  initiatives	  and	  planned	  strategies	  of	  these	  brands	  and	  the	  way	  that	  they	  
shift	  their	  business	  model	  to	  fit	  the	  changing	  political,	  economic,	  and	  technological	  
environment	  in	  an	  emerging	  market.	  These	  potential	  brands	  were	  all	  corporate-­‐based	  
and	  the	  list	  covers	  various	  industrial	  sectors,	  such	  as	  telecommunications,	  automotive	  
and	  electronic	  appliances.	  The	  lifestyle	  fashion	  sector	  has	  followed	  the	  ‘cultural	  
resource’	  route,	  that	  is,	  to	  position	  a	  brand	  with	  cultural	  myths	  and	  the	  heritage	  of	  the	  
country	  of	  origin	  (COO).	  The	  luxury	  Chinese	  lifestyle	  fashion	  brands,	  Shanghai	  Tang	  (上海
滩) and	  Shang	  Xia	  (上下),	  both	  fall	  into	  this	  category,	  whilst	  Ospop	  (One	  Small	  Point	  of	  
Pride),	  a	  footwear	  brand,	  inspired	  by	  ‘Chinese	  liberation	  shoes’	  (Jiefangxie	  解放鞋)	  
commonly	  worn	  by	  Chinese	  labourers,	  is	  on	  a	  ‘positive	  campaign’	  route	  to	  change	  the	  
negative	  associations	  of	  the	  ‘made	  in	  China’	  COO	  with	  poor	  quality	  through	  proactive	  
brand	  promotion.	  It	  would	  be	  advisable	  to	  implement	  multiple	  routes	  for	  one	  brand	  
since	  ‘business-­‐to-­‐consumer’,	  ‘brand	  acquisition’	  and	  ‘national	  champion’	  routes	  are	  all	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business-­‐oriented	  strategies	  while	  the	  ‘Asian	  tortoise’	  and	  ‘diaspora’	  routes	  are	  market-­‐
oriented	  strategies,	  ‘cultural	  resource’	  and	  ‘natural	  resource’	  routes	  are	  product-­‐
oriented	  strategies	  and	  the	  ‘positive	  campaign’	  route	  is	  a	  promotion-­‐oriented	  strategy.	  
These	  eight	  routes	  may	  not	  conflict	  with	  each	  other;	  instead,	  they	  can	  be	  applied	  to	  
different	  phrases	  in	  a	  branding	  process	  to	  enhance	  the	  effectiveness	  of	  global	  exposure.	  	  
	  
	   Route/Descriptions	   Sample	  Chinese	  Brands/Industrial	  sectors	  
1	   Asian	  Tortoise	  
-­‐	  Find	  a	  niche	  market	  overseas	  
-­‐	  Migrate	  to	  higher	  quality	  
-­‐	  Build	  up	  a	  brand	  range	  
-­‐	  Haier	  
-­‐	  Pearl	  River	  Piano	  
-­‐	  Electronic	  appliances	  
-­‐	  Piano	  
2	   Business-­‐to-­‐Consumer	  
-­‐	  Business-­‐to-­‐business	  firms	  
evolving	  into	  consumer	  brands	  
-­‐	  Huawei	  
-­‐	  Galanz	  	  
-­‐	  ZTE	  
-­‐	  Telecommunications	  
-­‐	  Electronic	  appliances	  
-­‐	  Telecommunications	  
3	   Diaspora	  
-­‐	  Tap	  into	  the	  country	  of	  origin	  
(COO)	  for	  emigrants	  
-­‐	  Mandarin	  	  
	  	  Oriental	  
-­‐	  Hotel	  group	  
4	   Brand	  Acquisition	  
-­‐	  Acquiring	  critical	  assets	  from	  




-­‐	  Computer	  technology	  
-­‐	  Automotive	  
-­‐	  Communication	  technology	  
5	   Positive	  Campaign	  
-­‐	  Changing	  COO	  negative	  





-­‐	  Fashion	  –	  Garments	  
-­‐	  Fashion	  –	  Footwear	  
-­‐	  Automotive	  
6	   Cultural	  Resources	  
-­‐	  Positioning	  with	  heritage	  of	  
COO	  and	  cultural	  myths	  
-­‐	  Shanghai	  Tang	  
-­‐	  Shang	  Xia	  
-­‐	  Herborist	  
-­‐	  Lifestyle	  –	  Fashion	  	  
-­‐	  Lifestyle	  
-­‐	  Herbal	  cosmetics	  
7	   Natural	  Resources	  
-­‐	  Defined	  geographical	  region	  
-­‐	  Production	  specification	  
-­‐	  Authentication	  
-­‐	  International	  brand	  commodity	  
-­‐	  Nil	   	  
8	   National	  Champion	  
-­‐	  Substantial	  support	  and	  
protection	  from	  state	  
-­‐	  China	  Mobile	  
-­‐	  Comac	  
-­‐	  Mobile	  communication	  
-­‐	  Aircraft	  corporation	  
	  
Fig.40:	  Eight	   routes	   for	  brands	   from	  emerging	  markets	   to	  break	  out	   to	  global	   level	   (Kumar	  and	  
Steenkamp,	  2013,	  pp.	  15-­‐18)	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Although	  there	  is	  little	  literature	  on	  emerging	  LCBs	  from	  a	  design	  and	  branding	  
perspective,	  the	  Chinese	  tropes	  design	  phenomenon,	  occurring	  particularly	  in	  the	  
lifestyle	  fashion	  sector,	  generated	  vigorous	  debate	  in	  the	  late	  twentieth	  century.	  Sung	  
(2010)	  analysed	  the	  fashion	  design	  of	  Chinese-­‐origin	  designers	  working	  both	  in	  China	  
and	  overseas,	  and	  identified	  significant	  differences	  in	  their	  designs	  in	  the	  early	  Chinese	  
brand	  development.	  Domestic	  Chinese	  fashion	  designers	  are	  more	  likely	  to	  utilise	  
Chinese	  tropes	  as	  visual	  elements	  when	  developing	  a	  textile	  pattern	  or	  a	  collection	  
theme,	  reflecting	  their	  admiration	  of	  ethnic	  Chinese	  roots	  and	  origin.	  In	  contrast,	  
overseas	  and	  Western-­‐educated	  Chinese-­‐origin	  fashion	  designers	  consider	  Chinese	  
tropes	  to	  be	  old-­‐fashioned	  and	  have	  instead	  taken	  an	  international	  East	  meets	  West	  
hybrid	  design	  approach	  (Sung,	  2010).	  
	  
Zhu	  and	  Lam	  (2006)	  criticise	  the	  stereotyped	  designs	  with	  Chinese	  tropes	  for	  showing	  
designers’	  lack	  of	  cultural	  understanding	  of	  Chinese	  civilisation.	  Elsewhere,	  the	  
boundaries	  between	  fashion	  and	  art	  are	  blurred:	  fashion	  design	  production	  has	  been	  
treated	  as	  artistic	  presentation,	  as	  with	  the	  haute	  couture	  brand,	  NE	  Tiger	  (东北虎).	  An	  
online	  article	  about	  luxury	  (Luxury	  Companies,	  2011)	  points	  out	  that	  the	  Chinese	  trope	  
designs	  of	  a	  global	  Chinese	  brand,	  Shanghai	  Tang	  (上海滩),	  project	  a	  confusing	  brand	  
image	  that	  simultaneously	  suggests	  luxury	  and	  lower	  class	  to	  the	  consumer.	  It	  could	  be	  
argued	  that	  all	  the	  above	  comments	  are	  merely	  generalisations	  of	  the	  Chinese	  brand	  
designs	  without	  stating	  any	  specific	  grounds	  for	  their	  finding	  disfavour.	  Sung	  (2010)	  does	  
not	  mention	  the	  underlying	  motivation	  for	  designing	  Chinese	  style	  goods—whether	  this	  
trend	  arose	  from	  the	  Chinese	  visual	  elements	  and	  forms,	  or	  from	  the	  meanings	  of	  
Chinese	  tropes.	  Neither	  does	  the	  author	  of	  the	  Luxury	  Companies	  (2011)	  article	  
investigate	  the	  conflicting	  images	  delivered	  by	  a	  brand	  or	  the	  cause	  of	  this	  conflict.	  
	  
According	  to	  semiotician	  Barthes	  (1977),	  the	  visual	  analysis	  of	  the	  ‘object	  sign’	  is	  based	  
on	  two	  layers	  of	  meanings—denotation	  and	  connotation.	  Denotation	  is	  the	  outer	  layer	  
of	  what	  we	  see	  in	  the	  content,	  whilst	  connotation	  is	  an	  inner	  layer	  corresponding	  to	  the	  
underlying	  ideas	  and	  the	  values	  of	  peoples,	  places	  and	  things	  in	  context.	  Social	  
semiotician	  Theo	  Van	  Leeuwen	  (2001,	  p.	  95)	  says	  that	  indications	  or	  signs	  are	  brought	  
forth	  to	  identify	  a	  certain	  degree	  of	  ‘generality’	  in	  denotation.	  In	  order	  to	  simplify	  the	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understanding	  of	  cultural	  and	  physiognomic	  attributes	  of	  ‘visual	  stereotypes’,	  Van	  
Leeuwen	  proposes	  ‘categorization’	  as	  a	  focus	  for	  further	  investigation.	  In	  emerging	  
Luxury	  Chinese	  branding	  practices,	  Chinese	  tropes,	  symbols	  and	  metaphors	  have	  been	  
deployed	  as	  a	  major	  visual	  stereotype	  category	  of	  ‘China	  style’,	  which	  embeds	  Chinese	  
ideas	  and	  cultural	  values.	  Similarly,	  linguist	  Ferdinand	  de	  Saussure’s	  semiotic	  theory	  
suggests	  that	  a	  sign,	  which	  conveys	  meaning,	  is	  composed	  of	  a	  signifier,	  its	  physical	  
manifestation	  as	  a	  sound-­‐image,	  and	  a	  signified,	  refers	  to	  the	  corresponding	  mental	  
concept.	  Signifier	  and	  signified	  function	  as	  denotation	  and	  connotation	  respectively.	  
However,	  whether	  a	  designer	  can	  generate	  a	  signified	  or	  a	  viewer	  can	  successfully	  
receive	  a	  connotation	  depends	  on	  their	  knowledge	  of	  the	  subject.	  Van	  Leeuwen	  (2001)	  
argues	  that	  general	  knowledge	  is	  not	  enough	  for	  reading	  multiple	  contexts,	  especially	  
for	  a	  specific	  audience	  group.	  Erwin	  Panofsky’s	  iconography	  theory	  (van	  Leeuwen,	  2001)	  
states	  that	  the	  surface	  meaning	  in	  visual	  analysis	  is	  a	  representation	  of	  our	  experience.	  
Based	  on	  the	  visual	  semiotic	  theories	  above	  applied	  to	  the	  deployment	  of	  Chinese	  
tropes	  that	  have	  unaccountable	  meanings,	  those	  with	  no	  Chinese	  cultural	  knowledge	  or	  
personal	  or	  life	  experience	  of	  China	  would	  have	  difficulty	  in	  understanding	  the	  
connotations	  of	  Chinese	  tropes	  in	  contemporary	  commodities.	  
	  
Elliott	  and	  Percy	  (2007)	  comment	  on	  the	  lack	  of	  reference	  points	  in	  contemporary	  
society	  in	  relation	  to	  denotation-­‐connotation	  semiotic	  theory.	  In	  a	  branding	  context,	  
semiotic	  theory	  has	  a	  relatively	  complex	  symbolic	  framework,	  which	  interprets	  concepts	  
in	  a	  commercial	  market	  and	  in	  the	  practice	  of	  daily	  life.	  Branding	  is	  a	  communicative	  
tool	  that	  allows	  consumers	  to	  construct	  a	  social	  symbolism	  for	  what	  ‘they	  wish	  to	  be	  
seen	  as’	  and	  self-­‐symbolism	  of	  ‘who	  they	  are’	  or	  ‘who	  they	  want	  to	  be’	  (Elliott	  and	  
Percy,	  2007).	  Consumer	  behaviour	  and	  attitudes	  are	  motivated	  by	  consumption	  values,	  
in	  which	  the	  symbolic	  meanings	  of	  brands	  play	  a	  significant	  role	  (Orth,	  et	  al.,	  2004,	  p.	  99;	  
Elliott	  and	  Percy,	  2007,	  p.	  44).	  The	  role	  of	  a	  symbolic	  creator	  in	  the	  twenty-­‐first	  century	  
has	  shifted	  from	  the	  brand	  alone	  to	  the	  brand-­‐consumer	  in	  collaboration.	  This	  practice	  is	  
influencing	  and	  shaping	  the	  beliefs	  and	  values	  of	  both	  brand	  designers	  and	  consumers.	  
Brand	  designers	  are	  using	  symbolic	  meanings	  to	  shape	  consumers,	  whilst	  consumers	  can	  
also	  create	  their	  own	  narratives	  through	  branding	  practices	  in	  order	  to	  construct	  their	  
own	  self	  through	  social	  symbolism.	  Elliott	  and	  Percy	  (2007)	  express	  doubt	  that	  symbolic	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meanings	  would	  be	  different	  in	  other	  social,	  cultural	  and	  historical	  settings;	  therefore,	  
there	  is	  a	  limitation	  to	  symbolic	  interpretation:	  
	  
The	  meanings	  of	  consumer	  goods	  are	  grounded	  in	  their	  social	  context	  and	  
the	  demand	  for	  goods	  derives	  more	  from	  their	  role	  in	  cultural	  practices	  
rather	  than	  from	  the	  satisfaction	  of	  simple	  human	  needs….	  Consumption	  as	  
a	  cultural	  practice	  is	  one	  way	  of	  participating	  in	  social	  life	  and	  may	  be	  an	  
important	  element	  in	  cementing	  social	  relationships	  (Elliott	  and	  Percy,	  
2007,	  p.	  46).	  
	  
This	  suggests	  a	  close	  link	  between	  current	  cultural	  phenomena	  through	  symbolic	  
branding	  design	  and	  the	  shifting	  social	  and	  cultural	  environment	  in	  China.	  That	  is,	  the	  
deployment	  of	  Chinese	  tropes	  in	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  could	  
be	  linked	  to	  the	  changing	  environment	  in	  China.	  In	  addition,	  by	  looking	  into	  the	  
intentions	  of	  both	  brand	  designers	  and	  consumers	  as	  symbolic	  co-­‐creators,	  it	  would	  help	  
to	  understand	  the	  connotations	  of	  Chinese	  tropes	  and	  their	  effectiveness	  in	  emerging	  
LCBs	  as	  cultural	  communication.	  Clark	  (2009b)	  examines	  the	  ‘China	  style’	  design	  
evolution	  of	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  from	  the	  late	  twentieth	  to	  
the	  early	  twenty-­‐first	  century.	  Clark	  divides	  ‘China	  style’	  into	  four	  stages	  from	  the	  mid-­‐
1990s	  to	  the	  twenty-­‐first	  century	  (see	  Figure	  41).	  In	  the	  first	  stage,	  in	  the	  mid-­‐1990s,	  
‘China	  style’	  was	  deployed	  in	  luxury	  fashion	  brand	  designs	  for	  decorative	  purposes	  in	  a	  
‘self-­‐exoticization’	  style,	  which	  implied	  the	  self-­‐generation	  of	  an	  oriental	  feel	  based	  on	  
the	  perspectives	  of	  the	  West.	  Take	  for	  example	  Vivienne	  Tam,	  a	  fashion	  designer	  who	  
was	  born	  in	  China,	  educated	  and	  practiced	  in	  Hong	  Kong	  SAR,	  and	  moved	  to	  New	  York	  in	  
her	  twenties.	  Her	  designer	  brand,	  Vivienne	  Tam,	  with	  its	  ‘China	  chic’	  attribute	  was	  a	  
success	  on	  the	  international	  fashion	  stage.	  Retro	  and	  Chinese-­‐pop	  imagery	  marked	  the	  
second	  stage	  of	  emerging	  luxury	  fashion	  brands.	  A	  distinctive	  example	  is	  Shanghai	  Tang,	  
which	  was	  originally	  established	  by	  Hong	  Kong	  SAR-­‐born	  and	  British-­‐educated	  
entrepreneur	  Sir	  David	  Tang,	  with	  a	  ‘Chinese	  nostalgia’	  brand	  strategy	  (Clark,	  2009a,	  p.	  
19),	  which	  was	  based	  on	  1920s’	  Shanghai	  and	  featured	  shocking	  pink,	  green	  and	  orange	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Fig.41:	  ‘China	  style’	  development	  from	  the	  mid-­‐1990s	  to	  the	  twenty-­‐first	  century	  (Clark,	  2009b)	  
	  
	  
In	  the	  late	  1990s,	  there	  was	  a	  transformation	  in	  ‘China	  style’	  design	  for	  the	  global	  
market	  and	  a	  variety	  of	  ‘China	  styles’	  emerged,	  such	  as	  Blanc	  de	  Chine	  (源),	  which	  
exploited	  a	  down-­‐to-­‐earth	  and	  subtle	  oriental	  style.	  The	  majority	  share	  of	  Shanghai	  Tang	  
has	  been	  sold	  to	  the	  Swiss-­‐based	  luxury	  group,	  Compagnie	  Financière Richemont	  SA	  
(Richemont),	  thus	  a	  revamped	  Shanghai	  Tang,	  with	  an	  exotic	  orientalism	  has	  raised	  its	  
profile	  and	  the	  brand	  has	  since	  become	  a	  prominent	  representative	  of	  Chinese	  luxury	  
lifestyle	  fashion.	  This	  period	  of	  contemporary	  modern	  ‘China	  style’	  particularly	  inspired	  
the	  domestic	  China	  market	  and	  became	  part	  of	  a	  fashion	  trend	  that	  challenged	  the	  
Western	  dominance	  of	  fashion	  (Clark,	  2009b).	  Arguably,	  in	  changing	  ‘China	  style’	  to	  fit	  
into	  a	  diversified	  global	  market,	  the	  redefined	  Chinese	  tropes	  have	  actually	  been	  
transformed	  into	  a	  hybrid	  of	  Chinese	  and	  Western	  concepts	  and	  offer	  new	  perspectives	  
on	  Chinese	  culture.	  Insight	  from	  observation	  on	  the	  ‘China	  style’	  evolution	  is	  that	  
Chinese	  stereotypes,	  and	  contemporary	  hybrid	  designs	  have	  become	  interwoven	  in	  
luxury	  Chinese	  lifestyle	  and	  fashion	  designs	  over	  the	  past	  twenty	  years.	  Groups	  of	  up-­‐
and-­‐coming	  Chinese	  fashion	  designers	  have	  gained	  international	  exposure	  and	  their	  
designs	  are	  prominent	  on	  the	  global	  luxury	  fashion	  market.	  Following	  Clark’s	  ‘China	  
style’	  Stage	  4,	  with	  more	  domestic	  luxury	  Chinese	  fashion	  brands	  on	  the	  market,	  an	  
additional	  Stage	  5	  of	  ‘new	  Chinese	  design’	  may	  be	  suggested,	  which	  embraces	  modern	  
Chinese	  cultural	  values	  and	  creative	  thinking.	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Clark	  (2009b)	  examines	  two	  case	  studies	  of	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  
brands	  through	  an	  analysis	  of	  their	  brand	  designs	  and	  images	  in	  four	  different	  
dimensions:	  1)	  visual;	  2)	  material;	  3)	  spatial;	  and	  4)	  textual.	  However,	  Clark’s	  study	  did	  
not	  take	  account	  of	  cultural	  expression	  and	  is	  limited	  to	  a	  discourse	  analysis	  of	  the	  two	  
cases	  (Clark,	  2009b).	  The	  study	  did	  not	  look	  at	  the	  connotations	  of	  Chinese	  tropes,	  and	  
does	  not	  investigate	  the	  underlying	  reasons	  for	  the	  deployment	  of	  Chinese	  tropes	  in	  
branding	  practices.	  Furthermore,	  Clark	  did	  not	  consider	  brand	  origin,	  which	  brand	  
scholars	  Thakor	  and	  Lavack	  (2003,	  cited	  in	  Guzman,	  2005,	  p.	  19)	  believe	  to	  be	  an	  
influential	  factor	  in	  relation	  to	  the	  cultural	  content	  of	  designs.	  In	  terms	  of	  country	  of	  
origin	  (COO),	  it	  may	  be	  suggested	  that	  brand	  entrepreneurs	  and	  designers	  are	  taking	  a	  
more	  critical	  approach	  to	  brand	  styles	  and	  image	  designs,	  as	  they	  are	  either	  setters	  or	  
creators	  of	  brand	  attributes.	  Despite	  lacunae	  in	  the	  potential	  study	  area,	  Clark’s	  data	  
(2009b)	  on	  the	  ‘China	  style’	  evolution	  yield	  important	  information	  regarding	  luxury	  
Chinese	  branding	  practices	  and	  have	  provided	  the	  basis	  for	  further	  research	  in	  related	  
areas.	  
	  
The	  debates	  and	  criticisms	  concerning	  Chinese	  trope	  designs	  in	  emerging	  luxury	  Chinese	  
lifestyle	  fashion	  brands	  derive	  from	  a	  superficial	  analysis	  with	  no	  inherent	  methodology	  
enabling	  scholars	  to	  evaluate	  their	  effectiveness	  in	  communication.	  To	  a	  certain	  extent,	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  are	  no	  longer	  limited	  in	  their	  designs	  to	  deploying	  
decorative	  Chinese	  tropes;	  instead,	  some	  of	  the	  brands	  have	  embraced	  modern	  Chinese	  
culture	  into	  brand	  values	  and	  brand	  philosophy	  in	  the	  early	  twenty-­‐first	  century.	  They	  
deliver	  Chinese	  beliefs	  from	  the	  outer	  to	  the	  inner	  layers,	  and	  thus,	  generate	  Chinese	  
products	  through	  branding	  practices	  in	  a	  Chinese	  context.	  The	  contemporary	  ‘China	  
style’	  may	  potentially	  lead	  the	  Chinese	  designs	  one	  step	  further	  to	  an	  international	  level.	  
Nevertheless,	  there	  is	  a	  discrepancy	  between	  nostalgia	  and	  heritage	  in	  the	  
interpretation	  of	  cultural	  content,	  in	  that	  the	  latter	  counts	  on	  the	  knowledge	  and	  life-­‐
experiences	  of	  designers	  and	  consumers	  to	  decode	  and	  understand	  the	  semiotics.	  The	  
extent	  to	  which	  Chinese	  brands	  deliver	  cultural	  content	  to	  various	  stakeholders	  is	  a	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Identity	  and	  country	  of	  origin	  
This	  research	  explores	  the	  contemporary	  meaning	  and	  interpretation	  of	  Chinese	  tropes	  
in	  luxury	  brand	  communications,	  and	  the	  impact	  and	  implications	  of	  this	  practice,	  taking	  
into	  account	  the	  country	  of	  origin	  (COO),	  which	  is	  a	  key	  to	  a	  brand’s	  success	  (Thakor	  and	  
Lavack,	  2003,	  cited	  in	  Guzman,	  2005,	  p.	  19;	  FutureBrand,	  2014b).	  In	  addition,	  employing	  
non-­‐Chinese	  origin	  brand	  operators	  and	  designers	  raises	  enquiry	  to	  brand	  authenticity	  
regarding	  LCBs	  and,	  it	  could	  be	  argued,	  puts	  into	  question	  the	  originality	  of	  ‘Chinese	  
identity’	  associated	  with	  the	  label	  ‘Designed	  in	  China’.	  Zhu	  and	  Lam	  (2006)	  argue	  that	  
the	  deployment	  of	  Chinese	  tropes	  in	  luxury	  Chinese	  lifestyle	  fashion	  brands	  is	  a	  means	  
of	  selling	  Chinese	  identity	  in	  an	  environment	  of	  changing	  lifestyles	  in	  China	  given	  fears	  
that	  the	  Chinese	  tradition	  is	  fading	  amidst	  the	  flood	  of	  Western	  culture,	  which	  has	  
aroused	  anxiety	  over	  the	  loss	  of	  Chinese	  identity.	  This	  argument	  reflects	  the	  claim	  of	  the	  
sociologist	  Giddens	  (1991)	  that	  this	  form	  of	  cultural	  expression	  mediates	  cultural	  
communication	  between	  a	  cultural	  group	  and	  the	  world.	  New	  media	  and	  technologies	  
have	  also	  encouraged	  self-­‐expression,	  allowing	  Chinese	  luxury	  consumers	  to	  build	  their	  
own	  identities	  away	  from	  the	  crowd.	  Chinese	  tropes	  are,	  to	  a	  certain	  extent,	  
transforming	  self-­‐identity,	  social	  identity	  and	  national	  identity	  in	  the	  luxury	  Chinese	  
branding	  context.	  
	  
According	  to	  sociologist	  and	  anthropologist	  Pierre	  Bourdieu	  (1986,	  pp.	  1-­‐2),	  ‘[to]	  the	  
socially	  recognized	  hierarchy	  of	  the	  arts,	  and	  within	  each	  of	  them,	  of	  genres,	  schools	  or	  
periods,	  corresponds	  a	  social	  hierarchy	  of	  the	  consumers.	  This	  predisposes	  tastes	  to	  
function	  as	  markers	  of	  “class”	  ’.	  This	  links	  to	  the	  view	  that	  use	  of	  Chinese	  tropes	  acts	  as	  a	  
form	  of	  social	  distinction	  differentiating	  elite	  Chinese	  citizens	  from	  the	  lower	  classes.	  
Some	  scholars	  of	  luxury	  marketing	  and	  business	  studies	  argue	  that	  the	  deployment	  of	  
Chinese	  tropes	  in	  luxury	  Chinese	  branding	  practices	  is	  an	  expression	  of	  the	  Chinese	  
national	  narratives	  and	  consumer	  nationalism	  (Zhu	  and	  Lam,	  2006;	  Wang	  and	  Wang,	  
2007;	  Labbrand,	  2008)	  that	  underlie	  global	  luxury	  brand	  consumption	  (Dong	  and	  Tian,	  
2009).	  At	  a	  national	  level,	  this	  implies	  a	  distinction	  between	  the	  Chinese	  ethnic	  group	  
and	  other	  ethnicities.	  Said	  (1994)	  associates	  Orientalism	  with	  culture	  and	  imperialism,	  
and	  claims	  culture	  refines	  and	  elevates	  elements	  by	  differentiating	  one	  from	  ‘the	  other’	  
in	  relation	  to	  people,	  society	  and	  traditions	  at	  a	  national	  level.	  As	  such,	  culture	  can	  be	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regarded	  as	  ‘a	  source	  of	  identity’.	  Chinese	  brand	  scholar	  Li	  (2008)	  states	  that	  the	  
suggestion	  of	  ‘Chinese-­‐ness’	  in	  branding	  is	  presented	  an	  expression	  of	  transnationalism.	  
Although	  globalisation	  has	  tried	  to	  generate	  standardisation	  to	  fit	  various	  geographically	  
distinct	  cultures,	  Giddens	  describes	  this	  as	  a	  ‘superficial	  cultural	  veneer’:	  
	  
A	  more	  profound	  effect	  of	  globalization	  is	  to	  produce	  greater	  local	  cultural	  
diversity,	  not	  homogeneity….	  Globalisation	  tends	  to	  promote	  a	  renewal	  of	  
local	  cultural	  identities.	  Sometimes	  these	  reflect	  wider	  world	  patterns,	  but	  
very	  often	  they	  self-­‐consciously	  diverge	  from	  them	  (Giddens,	  2002,	  p.	  24).	  
	  
Globalisation	  awakens	  local	  nationalism	  and	  revives	  significant	  cultural	  identities	  
(Giddens,	  2002,	  p.	  13).	  Thus,	  the	  Chinese	  tropes	  in	  luxury	  Chinese	  lifestyle	  fashion	  
brands	  play	  a	  role	  in	  reconstructing	  national,	  social,	  and	  self-­‐identities.	  They	  also	  provide	  
cultural	  expression	  to	  achieve	  a	  balance	  between	  identity	  recognition	  and	  global	  
communication	  in	  order	  to	  mediate	  cultural	  barriers	  between	  China	  and	  the	  world.	  
Culture	  and	  tradition	  interweave	  different	  dimensions	  of	  Chinese	  identity,	  
corresponding	  a	  full	  lifestyle	  guide	  for	  the	  Chinese.	  The	  term	  ‘tradition’,	  originating	  from	  
Latin,	  refers	  to	  passing	  on	  something	  to	  others	  for	  preservation.	  Tradition	  is	  a	  way	  for	  
ethnic	  groups	  to	  live	  with	  their	  own	  culture	  and	  beliefs	  from	  generation	  to	  generation,	  
with	  respect	  to	  their	  history.	  Giddens	  states	  that	  ‘the	  idea	  of	  tradition,	  then,	  is	  itself	  a	  
creation	  of	  modernity’	  (2002,	  p.	  38).	  In	  sociological	  terms,	  tradition,	  which	  is	  connected	  
to	  a	  culture’s	  eternal	  beliefs,	  is	  the	  activity	  of	  collectives	  towards	  sharing	  values	  of	  an	  
ethnic	  group,	  binding	  a	  community	  together	  cohesively	  over	  generations	  (Giddens,	  
2002).	  The	  interrelationship	  of	  culture	  and	  tradition	  generates	  unlimited	  possibilities	  for	  
social	  self-­‐creation.	  The	  deployment	  of	  Chinese	  tropes	  was	  a	  trend	  in	  Western	  luxury	  
lifestyle	  fashion	  brands	  in	  the	  1990s.	  There	  is	  a	  question	  of	  how	  designers	  of	  Western	  
luxury	  fashion	  brands	  captured	  the	  essence	  of	  Chinese	  culture	  and	  tradition,	  and	  
transformed	  Chinese	  tropes	  as	  a	  way	  of	  developing	  a	  social	  attachment	  to	  China.	  
	  
In	  a	  psychological	  study,	  Mendoza-­‐Denton	  (2012)	  states	  that	  tradition	  may	  evolve	  into	  
ideological	  cultural	  stereotypes,	  which	  present	  generalisations	  about,	  and	  public	  
expectations	  of,	  specific	  ethnic	  groups	  without	  any	  actual	  personal	  experience.	  
Generalisations	  normally	  arise	  from	  exotic	  trips	  vacationers	  who	  may	  easily	  form	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impressions	  and	  general	  characterisations	  regarding	  a	  nation	  (Mendoza-­‐Denton,	  2012).	  
In	  The	  Invention	  of	  Tradition	  (1983),	  historians	  Eric	  Hobsbawm	  and	  Terence	  Ranger	  
investigate	  a	  number	  of	  examples	  of	  traditions	  from	  different	  countries,	  including	  the	  
example	  of	  the	  design	  of	  British	  colonial	  Indian	  soldiers’	  uniforms	  before	  1860,	  which	  
clearly	  show	  how	  tradition	  is	  ‘invented’	  or	  ‘half	  invented’	  through	  broad	  generalisations	  
(Giddens,	  2002).	  The	  British	  modified	  the	  original	  Western-­‐style	  uniforms	  into	  an	  
‘authentic’	  Indian	  look,	  with	  stereotypes	  of	  turbans,	  sashes	  and	  tunics	  in	  order	  to	  
preserve	  Indian	  heritage	  (Giddens,	  2002,	  p.	  37).	  Nevertheless,	  Giddens	  (2002,	  pp.	  40-­‐42)	  
claims	  that	  traditions	  must	  have	  existed	  from	  ancient	  times,	  but	  ‘evolve	  over	  time’,	  
while	  Hobsbawm	  and	  Ranger	  claim	  there	  is	  no	  authentic	  tradition	  (Giddens,	  2002).	  In	  
view	  of	  the	  use	  of	  Chinese	  tropes	  in	  Western	  luxury	  brands,	  there	  is	  uncertainty	  about	  
how	  effectively	  they	  reflect	  the	  national	  narratives	  and	  traditions.	  Mendoza-­‐Denton	  
(2012)	  suggests	  that	  cultural	  understanding	  should	  not	  come	  from	  generalisations,	  but	  
be	  learned	  from	  full	  observations	  of	  human	  behaviour	  to	  gain	  insights	  into	  the	  values	  
and	  beliefs	  of	  a	  specific	  ethnic	  culture.	  It	  could	  be	  argued	  that	  tradition	  should	  be	  
passed	  on	  down	  the	  generations	  and	  allow	  for	  further	  transformation	  by	  the	  original	  
ethnic	  groups	  who	  live	  and	  experience	  an	  authentic	  culture.	  Giddens	  (2002,	  p.	  47)	  
argues	  that	  a	  de-­‐traditionalising	  process	  may	  deconstruct	  self-­‐identity	  in	  the	  case	  
‘where	  tradition	  lapses,	  and	  lifestyle	  choice	  prevails’.	  
	  
The	  interpretation	  of	  Chinese	  tropes	  in	  domestic	  luxury	  Chinese	  lifestyle	  fashion	  brands	  
contrasts	  with	  that	  of	  Western	  designs.	  Different	  forms	  of	  cultural	  expression	  are	  being	  
created,	  such	  as	  the	  reconstructed	  signature	  Chinese	  fashion	  symbols	  of	  qipao,	  the	  
Zhong-­‐shan	  suit	  and	  Han-­‐fu	  (traditional	  Chinese	  clothing).	  Observing	  this	  phenomenon,	  
fashion	  scholar	  Wu	  (2008)	  finds	  that	  these	  signature	  Chinese	  fashion	  designs	  are	  mainly	  
targeted	  at	  luxury	  clients	  for	  special	  occasions,	  cultural	  events	  and	  evening	  activities	  
(Wu,	  2008).	  Wu	  (2008)	  claims	  that	  this	  is	  one	  way	  in	  which	  the	  Chinese	  are	  ‘reinventing	  
identity’	  through	  fashion.	  However,	  these	  signature	  Chinese	  fashion	  designs	  may	  only	  be	  
appropriate	  for	  an	  elite	  Chinese	  lifestyle	  and	  this	  fashion	  is	  limited	  to	  special	  events.	  
Western	  culture	  has	  taken	  root	  in	  Chinese	  society	  and	  Western	  clothes	  have	  become	  
the	  daily	  fashion	  in	  China	  in	  the	  twenty-­‐first	  century.	  In	  contrast,	  the	  popularity	  of	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Chinese	  tropes	  in	  the	  luxury	  sector	  reflects	  the	  important	  role	  of	  these	  cultural	  elements	  
in	  social	  self-­‐expression,	  as	  well	  as	  in	  the	  construction	  of	  national	  identity.	  
	  
Anthropologist	  Daniel	  Miller	  (1987)	  states	  that	  historical	  artefacts	  play	  an	  active	  role	  in	  
social	  self-­‐creation,	  generating	  a	  better	  understanding	  of	  oneself	  and	  others.	  Chinese	  
tropes,	  symbols	  and	  metaphors,	  which,	  the	  designers	  claim,	  are	  inspired	  by	  historical	  
Chinese	  decorative	  arts	  and	  ornaments,	  have	  become	  popular	  design	  elements	  in	  the	  
global	  market.	  Chinese	  scholar	  Zhu	  (2008,	  p.	  116)	  has	  reviewed	  the	  development	  of	  
Chinese	  arts	  and	  ornamental	  arts	  in	  a	  cultural	  study,	  and	  believes	  that	  the	  surface	  arts,	  
with	  their	  various	  forms	  of	  symbols	  and	  motifs	  for	  decorative	  purposes,	  have	  been	  in	  
common	  practice	  throughout	  Chinese	  civilisation.	  Chinese	  visual	  elements	  have	  taken	  
on	  an	  ambassadorial	  function	  in	  terms	  of	  building	  brand	  image.	  Nevertheless,	  there	  has	  
been	  no	  investigation	  into	  the	  visual	  details	  of	  Chinese	  tropes	  within	  the	  field	  of	  
branding.	  It	  would	  be	  a	  significant	  challenge	  for	  brand	  designers	  to	  apply	  appropriate	  
signs	  to	  represent	  a	  Chinese	  brand.	  There	  is	  increasing	  confusion	  about	  the	  use	  of	  signs.	  
One	  example	  is	  the	  dragon	  motif	  design	  in	  luxury	  branding	  communication;	  there	  have	  
been	  innumerable	  dragon	  motif	  replicas	  in	  various	  brand	  applications	  and	  
communications.	  	  
	  
The	  misuse	  of	  motifs	  in	  branding	  practice	  may	  be	  found	  in	  both	  Western	  luxury	  fashion	  
brands	  and	  in	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands,	  reflecting	  how	  brand	  
designers	  lack	  cultural	  knowledge	  about	  China	  and	  simply	  deploy	  any	  Chinese	  visual	  
elements	  ignoring	  the	  authentic	  narratives	  behind	  them.	  Similarly,	  the	  Chinese	  tropes	  
used	  in	  the	  designs	  of	  Western	  luxury	  fashion	  brands	  display	  an	  imagined	  Asia	  (Clark,	  
2009a)	  and	  notions	  of	  the	  exotic	  (Said,	  1978).	  This	  raises	  the	  enquiry	  of	  whether	  the	  
‘invented’	  or	  ‘half	  invented’	  identities	  of	  Chinese	  tropes	  are	  acting	  both	  as	  a	  constructor	  
and	  de-­‐constructor	  of	  the	  Chinese	  tradition	  in	  the	  global	  market.	  Culture	  and	  tradition	  
are	  essential	  references	  that	  provide	  inspiration	  for	  the	  generation	  of	  ideas	  in	  the	  
construction	  of	  identity	  (Giddens,	  2002).	  As	  Giddens	  (2002,	  pp.	  44-­‐45)	  points	  out,	  
‘traditions	  are	  needed,	  and	  will	  always	  persist,	  because	  they	  give	  continuity	  and	  form	  to	  
life’.	  Provided	  that	  Chinese	  identities	  are	  evolving	  into	  different	  forms	  and	  dimensions,	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there	  is	  a	  question	  of	  whether	  Chinese	  tropes	  can	  act	  as	  cultural	  translators	  and	  embed	  
knowledge	  of	  Chinese	  culture	  and	  tradition	  comprehensively.	  
	  
Kumar	  and	  Steenkamp	  (2013),	  argue	  that	  emerging	  market	  brands	  need	  to	  take	  ‘ancient	  
myths’	  drawn	  from	  ancestral	  traditions	  and	  cultural	  resources	  into	  account	  to	  develop	  a	  
cultural	  brand.	  They	  comment	  on	  the	  fact	  that	  few	  Chinese	  companies	  deployed	  cultural	  
resources	  until	  the	  late	  twentieth	  century.	  It	  is	  arguable	  that	  these	  traditional	  Chinese	  
tropes	  were	  designed	  to	  target	  domestic	  customers	  who	  have	  the	  same	  cultural	  values	  
and	  beliefs,	  reflecting	  Bourdieu’s	  view	  (1986,	  p.	  1)	  of	  cultural	  practices	  that	  ‘one	  cannot	  
fully	  understand	  cultural	  practices	  unless	  “culture”,	  in	  the	  restricted,	  normative	  sense	  of	  
ordinary	  usage,	  is	  brought	  back	  into	  “culture”	  in	  the	  anthropological	  sense’.	  The	  
deployment	  of	  Chinese	  tropes	  in	  surface	  design	  increases	  in	  response	  to	  the	  market	  
demand	  in	  the	  luxury	  sector	  in	  the	  early	  stages	  of	  brand	  development	  in	  the	  emerging	  
market.	  Giddens	  claims	  that,	  ‘tradition	  that	  is	  drained	  of	  its	  content,	  and	  
commercialized,	  becomes	  either	  heritage	  or	  kitsch’	  (2002,	  p.	  44).	  This	  has	  clearly	  been	  
expressed	  in	  the	  overwhelming	  deployment	  of	  Chinese	  tropes	  in	  emerging	  luxury	  
Chinese	  fashion	  brands.	  With	  similar	  brand	  images,	  there	  could	  be	  no	  differentiation	  
between	  ‘cultural	  brands’	  within	  the	  same	  ethnic	  group.	  However,	  some	  emerging	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  have	  had	  attempt	  using	  Chinese	  tropes	  as	  a	  
winning	  formula	  (Kumar	  and	  Steenkamp,	  2013).	  This	  example	  could	  be	  the	  successful	  
establishment	  of	  Shanghai	  Tang	  in	  the	  international	  luxury	  market,	  in	  spite	  of	  its	  hybrid	  
designs;	  the	  brand	  has	  no	  concern	  for	  authenticity.	  The	  deployment	  of	  Chinese	  tropes	  
for	  creation,	  in	  contrast	  to	  the	  reproduction	  of	  these	  national	  representations	  on	  
artefacts,	  has	  not	  been	  for	  the	  purposes	  of	  historical	  preservation	  (Giddens,	  2002,	  p.	  
37),	  but	  for	  commercial	  purposes	  and	  mass	  production	  in	  modern	  China.	  
	  
As	  well	  as	  the	  short	  history	  of	  Chinese	  branding	  practices,	  design	  in	  China	  has	  also	  gone	  
through	  an	  intensive	  process,	  beginning	  in	  the	  late	  twentieth	  century,	  speedily	  
developing	  from	  a	  primitive	  stage	  to	  a	  relatively	  advanced	  standard	  in	  just	  twenty	  years.	  
According	  to	  Zhu	  (2008,	  p.	  110),	  China	  claims	  to	  have	  started	  design	  education	  as	  early	  
as	  1918,	  when	  a	  ‘Design’	  module,	  with	  its	  first	  Chinese	  translation	  as 图案科	  (Graphic), 
was	  established	  at	  the	  National	  Beijing	  Art	  College (国⽴立北京美术学校), now	  the	  Central	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Academy	  of	  Fine	  Arts (中央美术学院),	  the	  first	  national	  art	  education	  institution	  in	  
China.	  Cai	  Yuanpei	  (蔡元培),	  a	  renowned	  Chinese	  art	  educator	  and	  pioneer	  who	  set	  up	  
the	  National	  Beijing	  Art	  College,	  gives	  a	  unique	  perspective	  on	  the	  concept	  of	  design.	  He	  
believes	  that	  ‘Design’	  and	  ‘Art’	  are	  two	  different	  subjects:	  ‘In	  a	  painting,	  design	  
(meaning	  graphics)	  is	  the	  first	  step,	  then	  art	  acts	  as	  the	  interpretation’	  (Zhu,	  2008,	  p.	  
110).	  Zhu	  (2008,	  p.	  110)	  reformulates	  Cai’s	  statement:	  ‘Design	  is	  a	  practical	  art	  while	  Art	  
is	  an	  imaginative	  art’.	  Cai’s	  point	  could	  be	  interpreted	  as	  saying	  that	  ‘Art’	  is	  more	  
creative	  than	  ‘Design’	  and	  there	  is	  difference	  between	  the	  two	  terms.	  Other	  Chinese	  
artists	  regard	  design	  as	  informative	  communication,	  and	  art	  as	  entertainment	  (Zhu,	  
2008,	  p.	  111).	  All	  these	  perceptions	  of	  design	  show	  that	  there	  is	  no	  clear	  definition	  of	  
‘Design’	  and	  ‘Art’	  from	  a	  Chinese	  perspective.	  
	  
In	  the	  twenty-­‐first	  century,	  the	  ambiguous	  distinction	  between	  ‘Art’	  and	  ‘Design’	  
persists	  in	  China;	  ‘Design’	  comes	  under	  the	  ‘Art’	  programme	  and	  is	  called	  艺术設計	  
(meaning	  ‘Art	  and	  Design’	  or	  ‘Fine	  Art	  Design’,	  but	  without	  an	  official	  English	  name) in	  
most	  Chinese	  universities,	  with	  the	  perception	  that	  design	  is	  a	  ‘functional	  art’	  or	  
‘restricted	  art’	  (Zhu,	  2008,	  p.	  110).	  In	  a	  study	  on	  design	  in	  China,	  Justice	  (2012)	  compares	  
Chinese	  and	  Western	  design	  education—Design	  in	  the	  West	  is	  a	  vast	  and	  stand-­‐alone	  
subject	  area	  emphasising	  innovation	  and	  creativity,	  while	  design	  training	  in	  China	  is	  
influenced	  by	  art	  and	  rooted	  in	  Chinese	  culture.	  Palmer	  and	  Dodson	  (1996)	  state	  that	  an	  
object	  has	  aesthetic	  value	  only	  when	  a	  group	  of	  like-­‐minded	  people	  treasure	  its	  beauty.	  
Based	  on	  this,	  people	  who	  appreciate	  the	  aesthetic	  value	  of	  Chinese	  tropes	  would	  
embrace	  the	  Chinese	  culture	  and	  beliefs.	  The	  challenge	  for	  LCBs	  lies	  in	  how	  to	  use	  
Chinese	  tropes	  when	  entering	  the	  global	  luxury	  market,	  which	  has	  been	  dominated	  by	  
the	  West	  for	  centuries.	  
	  
Berry	  (1994,	  p.	  30)	  claims	  that	  the	  ownership	  of	  luxury	  goods	  ‘conveys	  the	  meaning	  of	  
exclusivity	  and	  its	  associated	  qualities	  of	  power,	  wealth	  and	  taste’;	  However,	  Western	  
luxury	  brand	  marketers	  have	  reviewed	  the	  market	  and	  claimed	  that	  China-­‐inspired	  
products	  tend	  to	  degrade	  a	  Western	  brand’s	  value	  (Harilela,	  2011).	  Harilela	  (2011)	  
believes	  that	  Western	  brands	  should	  embed	  Chinese	  culture	  into	  design	  in	  a	  more	  subtle	  
way,	  rather	  than	  in	  the	  manner	  of	  the	  existing	  emerging	  Chinese	  designs.	  This	  is	  in	  line	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with	  Bourdieu’s	  theory	  (1986)	  of	  the	  social	  judgement	  of	  taste,	  where	  both	  education	  
(which	  links	  to	  upbringing	  in	  cultural	  practices)	  and	  social	  origin	  (which	  reflects	  the	  
social	  hierarchy	  of	  the	  consumers)	  are	  a	  result	  of	  particular	  cultural	  needs.	  The	  
overwhelming	  majority	  of	  Chinese	  trope	  designs	  represents	  Chinese	  luxury	  consumers’	  
immature	  design	  preferences	  and	  tastes,	  and	  is	  used	  as	  ‘markers	  of	  class’	  (Bourdieu,	  
1986,	  p.	  1)	  by	  Chinese	  luxury	  consumers.	  With	  more	  creativity	  and	  experience	  in	  luxury	  
branding	  practices,	  and	  a	  higher	  level	  of	  social	  hierarchy,	  some	  Western	  brands	  have	  
created	  comparatively	  ‘sophisticated	  and	  aspirational	  Asian	  heritage	  designs,	  which	  
have	  been	  a	  success	  in	  revenue	  terms,	  with	  a	  world-­‐renowned	  reputation	  on	  the	  global	  
market	  (Luxury	  Companies,	  2011).	  However,	  Chinese	  trope	  designs	  in	  emerging	  luxury	  
Chinese	  lifestyle	  fashion	  brands	  are	  moving	  towards	  an	  East-­‐West	  hybridity	  in	  the	  early	  
twenty-­‐first	  century	  (Steele	  and	  Major,	  1999;	  Clark,	  2009b)	  and	  Chinese	  identity	  has	  
inevitably	  changed	  in	  a	  global	  branding	  context.	  Designing	  a	  ‘China	  style’	  with	  a	  Western	  
approach,	  with	  references	  to	  Orientalism	  and	  Chinoiserie,	  may	  arguably	  be	  a	  winning	  
formula	  in	  a	  global	  context,	  but	  would	  also	  be	  lost	  in	  cultural	  translation.	  
	  
Luxury	  Companies	  (2011)	  suggest	  that	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  
could	  enhance	  their	  brand	  value	  by	  employing	  or	  collaborating	  with	  international-­‐level	  
designers.	  Lu	  (2008,	  p.	  141)	  also	  points	  out	  that	  a	  group	  of	  world-­‐class	  designers	  is	  one	  
of	  the	  three	  components	  (the	  other	  two	  are	  brand	  history	  and	  legendary	  story)	  
necessary	  to	  build	  a	  ‘high	  return’	  LCB.	  However,	  most	  of	  the	  world-­‐renowned	  designers	  
are	  not	  of	  Chinese-­‐origin;	  moreover,	  the	  majority	  of	  emerging	  Chinese	  designers	  has	  
received	  design	  training	  in	  the	  West,	  and	  their	  designs	  are	  predominantly	  of	  the	  East-­‐
meets-­‐West	  style.	  This	  raises	  a	  fundamental	  question	  about	  the	  criteria	  to	  determine	  a	  
brand	  origin,	  which	  is	  defined	  by	  the	  geographical	  location	  of	  brand	  start	  up	  and	  
production	  in	  current	  terminology.	  Taking	  account	  of	  the	  origin	  of	  brand	  entrepreneurs,	  
strategic	  planners	  or	  designers	  may	  reinforce	  the	  brand	  authenticity.	  According	  to	  
Bourdieu’s	  (1986)	  theory,	  it	  can	  also	  be	  argued	  that	  anyone	  could	  gain	  understanding	  of	  
cultural	  practices	  of	  that	  particular	  country	  through	  education	  and	  social	  origin.	  
	  
A	  report,	  ‘Made	  in—The	  Value	  of	  Country	  of	  Origin	  for	  Future	  Brands’,	  by	  a	  prominent	  
brand	  consultancy,	  FutureBrand	  (2014b),	  shows	  that	  provenance	  can	  affect	  a	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consumer’s	  desire	  to	  purchase	  a	  brand.	  The	  findings	  show	  China	  ranking	  ninth	  in	  a	  list	  of	  
the	  top	  ten	  COO	  brands,	  ahead	  of	  its	  counterpart,	  South	  Korea,	  which	  ranks	  tenth	  on	  
the	  list.	  Sarah	  Reiter,	  president	  of	  FutureBrand	  Asia	  Pacific,	  discusses	  the	  value	  of	  the	  
term	  ‘originate	  from’	  and	  defines	  the	  multi-­‐layered	  COO	  as:	  1)	  where	  raw	  materials	  are	  
sourced;	  2)	  where	  the	  product	  is	  designed;	  3)	  where	  manufacturing	  takes	  place;	  4)	  
where	  final	  assembly	  is	  completed;	  and	  5)	  where	  the	  company	  is	  incorporated	  
(FutureBrand,	  2014a).	  Since	  there	  have	  been	  more	  and	  more	  inquiries	  about	  the	  
authenticity	  of	  luxury	  brand	  products	  in	  the	  last	  few	  years,	  ‘The	  Binding	  Origin	  
Information	  (BOI)’	  is	  issued	  for	  brand	  to	  secure	  a	  label	  with	  ‘made	  in	  France’,	  which	  is	  
valid	  for	  three	  years	  and	  binding	  in	  the	  European	  Union	  (World	  Customs	  Organisation	  
Mondiale	  des	  Douanes,	  2013).	  
	  
The	  FutureBrand	  ‘Made	  in’	  report	  (2014b)	  emphasises	  the	  source,	  from	  brand	  start-­‐up	  
location	  to	  production,	  with	  no	  concern	  for	  the	  origin	  of	  the	  brands	  operator	  and	  
designers.	  Sir	  David	  Tang	  Wing-­‐Cheung,	  an	  entrepreneur	  of	  Chinese	  origin	  who	  received	  
his	  education	  in	  London,	  founded	  Shanghai	  Tang	  in	  1994.	  In	  2006,	  a	  Swiss-­‐based	  
company,	  Compagnie	  Financière	  Richemont	  SA	  (Richemont),	  owned	  by	  a	  South	  African	  
businessman,	  Johann	  Peter	  Rupert,	  acquired	  Shanghai	  Tang	  and	  completed	  the	  
acquisition	  successfully	  in	  2008.	  The	  company	  have	  hired	  designers	  of	  different	  ethnic	  
backgrounds	  (including	  Hong	  Kong	  SAR,	  Malaysia	  and	  France),	  and	  employed	  a	  French	  
executive	  chairman,	  Raphael	  le	  Masne	  de	  Chermont,	  who	  has	  been	  in	  charge	  of	  
Shanghai	  Tang’s	  international	  business	  since	  2001.	  Such	  a	  range	  of	  origins	  of	  brand	  
operators	  and	  designers	  for	  one	  brand	  leads	  to	  the	  concern	  about	  ‘Chinese	  brand’	  origin	  
and	  the	  criteria	  for	  country	  of	  origin	  (COO)	  assessment.	  Insight	  from	  FutureBrand’s	  
‘Made	  in’	  research	  (2014b)	  shows	  that	  country	  of	  origin	  (COO)	  brands	  are	  stronger	  with	  
regard	  to:	  1)	  authenticity;	  2)	  differentiation;	  3)	  quality	  standards	  (showing	  commitment	  
to	  safety,	  craftsmanship,	  manufacturing	  excellence	  and	  transparency;	  and	  4)	  expertise	  
(being	  identified	  as	  the	  ‘best’	  in	  a	  category	  or	  having	  created	  or	  defined	  it).	  My	  view	  is	  
that	  the	  COO	  status	  of	  brand	  incorporation,	  brand	  entrepreneurs	  and	  designers	  are	  all	  
interrelated	  and	  greatly	  influence	  design	  outcomes.	  The	  authenticity	  of	  ‘Chinese	  brand’	  
is	  more	  persuasive	  if	  it	  means	  that	  the	  ‘origin	  of	  the	  brand	  is	  China’	  and	  that	  a	  Chinese	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brand	  uses	  ‘Designed	  by	  Chinese-­‐origin	  designers’	  who	  gain	  a	  full	  understanding	  of	  
Chinese	  lifestyle	  and	  cultural	  knowledge	  based	  on	  personal	  experience.	  
	  
With	  respect	  to	  domestic	  Chinese	  fashion	  designers,	  a	  few	  up-­‐and-­‐coming	  fashion	  
designers,	  such	  as	  Ma	  Ke	  (⻢马可) and	  Wang	  Yi-­‐yang	  (⺩王⼀一扬) (both	  Chinese	  designers	  who	  
were	  educated	  in	  China),	  have	  successfully	  moved	  on	  to	  produce	  controversial	  Chinese	  
designs,	  and	  have	  gained	  acclaim	  from	  the	  international	  fashion	  community.	  Chinese	  
luxury	  consumers	  have	  been	  educated	  by	  the	  immense	  volume	  of	  brand	  activity	  such	  as	  
historical	  or	  archival	  exhibitions	  organized	  by	  Western	  luxury	  brands	  (Harilela,	  2011).	  
They	  have	  greater	  admiration	  for	  quality	  domestic	  designs	  and	  brands,	  which	  hold	  the	  
same	  cultural	  values	  as	  the	  consumers	  and	  are	  better	  able	  to	  generate	  emotional	  
attachment	  (Harilela,	  2011;	  Holton,	  2012;	  Futurebrand,	  2014a).	  The	  media	  (Apple	  Daily,	  
2013)	  reported	  that	  the	  First	  lady	  of	  China,	  Peng	  Li-­‐yuen	  (彭丽媛),	  wore	  outfits	  by	  
Chinese	  designers	  during	  a	  successful	  national-­‐level	  visit	  overseas.	  The	  outfits	  were	  
produced	  by	  two	  domestic	  LCBs:	  Useless	  (founded	  by	  Ma	  Ke)	  and	  Exception	  de	  Mixmind	  
(例外)	  (founded	  by	  Mao	  Ji-­‐hong	  (⽑毛継鸿)).	  This	  resulted	  in	  extraordinary	  support	  and	  
positive	  feedback,	  which	  raised	  the	  profile	  of	  all	  domestic	  luxury	  Chinese	  fashion	  brands	  
and	  designs.	  In	  this	  case,	  Chinese	  tropes,	  as	  signifiers	  of	  national	  identity,	  can	  be	  
regarded	  as	  sartorial	  symbolism	  that	  helps	  to	  raise	  the	  profile	  of	  the	  domestic	  Chinese	  
designers,	  and	  of	  course	  the	  Chinese	  nation	  in	  a	  political	  context.	  
	  
In	  the	  twenty-­‐first	  century,	  these	  emerging	  luxury	  Chinese	  fashion	  brands	  are	  using	  
Chinese	  tropes	  not	  only	  for	  surface	  ornamentation,	  but	  also	  for	  embedding	  brand	  values	  
and	  brand	  philosophy	  in	  a	  more	  subtle	  and	  modern	  style.	  Some	  of	  the	  Chinese	  brands	  
contain	  brand	  attributes	  as	  contemporary	  as	  the	  Western	  brands,	  and	  reflect	  a	  modern	  
material	  culture	  in	  China.	  These	  attributes	  are	  evidence	  of	  the	  Western	  influence	  on	  
evolving	  Chinese	  identity	  and	  show	  the	  reality	  of	  Chinese	  design	  as	  part	  of	  a	  changing	  
lifestyle	  environment	  in	  China.	  However,	  conflict	  between	  Eastern	  and	  Western	  culture	  
is	  still	  constantly	  found	  in	  international	  businesses	  (Ooi,	  2007)	  and	  in	  branding	  studies	  
(Dong	  and	  Tian,	  2009).	  In	  a	  globalised	  society,	  there	  is	  still	  uncertainty	  for	  Chinese	  
brands	  wanting	  to	  reach	  global	  success	  simply	  by	  Chinese	  tropes	  design.	  In	  contrast,	  
Chinese	  identity	  may	  possibly	  evolve	  into	  a	  complete	  Western	  style	  due	  to	  the	  impact	  of	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cultural	  homogenisation.	  Chinese	  tropes	  as	  mediators	  and	  national	  representations,	  to	  
communicate	  with	  global	  audiences	  and	  to	  build	  strong	  Chinese	  identities,	  may	  be	  a	  
mission	  for	  all	  Chinese	  brands	  in	  the	  future.	  To	  further	  investigate	  the	  above	  inquiries,	  
this	  research	  seeks	  to	  examine	  the	  ramifications	  of	  Chinese	  trope	  design	  practices	  in	  
LCBs	  for	  global	  brand	  development.	  
	  
Theoretical	  propositions	  
The	  investigation	  is	  based	  upon	  McCracken’s	  (1990)	  view	  of	  material	  culture,	  which	  
provides	  insight	  into	  cultural	  and	  fashion	  studies	  within	  the	  scope	  of	  research	  on	  
emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands.	  It	  takes	  into	  account	  Elliott’s	  and	  
Percy’s	  (2007)	  theory	  of	  symbolic	  branding	  for	  the	  inquiry	  into	  Chinese	  tropes	  with	  
linkage	  to	  the	  changing	  cultural,	  social,	  political	  and	  economic	  environment	  of	  China.	  
Clark’s	  (2009b)	  suggestion	  for	  the	  branding	  analysis	  of	  ‘China	  style’	  contributes	  to	  the	  
development	  of	  a	  comprehensive	  classification	  of	  Chinese	  tropes.	  And	  more	  
importantly,	  it	  contributes	  to	  an	  examination	  of	  the	  changes	  from	  Orientalism	  (Said,	  
1978)	  to	  transorientalism,	  which	  explore	  the	  cultural	  dimensions	  (Appadurai,	  1996)	  in	  a	  
global	  context.	  The	  literature	  review	  raises	  four	  key	  issues	  for	  a	  transdisciplinary	  study.	  
Firstly,	  material	  objects	  can	  carry	  expressive	  properties	  in	  material	  culture	  (McCracken,	  
1990).	  Secondly,	  Chinese	  cultural	  signs	  are	  embedded	  in	  different	  forms	  in	  ‘China	  style’	  
(Clark,	  2009b)	  and	  are	  associated	  with	  Chinese	  identity.	  Thirdly,	  ‘Chinese	  designs’	  in	  
branding	  practices	  are	  linked	  to	  the	  country	  of	  origin	  (COO)	  of	  brand	  operators,	  
designers	  and	  producers.	  Fourthly,	  Chinese	  tropes	  are	  used	  in	  global	  brand	  
communication.	  Based	  on	  these	  issues,	  the	  following	  four	  theoretical	  propositions	  are	  
proposed.	  
	  
1)	  Western	  cultural	  expression	  is	  embedded	  in	  the	  material	  culture	  of	  modern	  China,	  
2)	  Chinese	  identity	  has	  been	  redefined	  in	  luxury	  Chinese	  brand	  development,	  
3)	  Country	  of	  origin	  (COO)	  plays	  a	  major	  role	  in	  defining	  ‘Designed	  in	  China’	  in	  luxury	  
branding	  practices,	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The	  above	  propositions	  are	  based	  on	  the	  wide-­‐ranging	  literature	  review	  and	  are	  used	  as	  
a	  guideline	  for	  the	  next	  step—data	  collection.	  The	  motivation	  for	  this	  study	  is	  that:	  1)	  
more	  and	  more	  Chinese	  brands	  are	  moving	  towards	  a	  global	  market;	  2)	  cultural	  conflict	  
is	  an	  obstacle	  to	  communication;	  3)	  Chinese	  identity	  is	  lost	  in	  the	  design	  direction	  and	  
ideation	  of	  branding	  practices;	  and	  4)	  there	  is	  uncertainty	  concerning	  brand	  authenticity	  
in	  luxury	  Chinese	  lifestyle	  fashion	  brands.	  The	  benefit	  of	  this	  research	  is	  that	  it	  has	  the	  
potential	  to	  increase	  awareness	  of	  some	  of	  the	  issues	  emanating	  from	  the	  emerging	  
luxury	  Chinese	  branding	  practices,	  involving	  a	  consideration	  of	  the	  origin	  of	  the	  brand	  
operator,	  management	  and	  designer,	  and	  an	  examination	  of	  design	  methodology	  in	  
Chinese	  identity.	  It	  also	  references	  the	  development	  of	  branding	  practices	  for	  effective	  
communication	  in	  a	  global	  context.	  The	  focus	  of	  this	  study	  is	  on	  the	  examination	  of	  the	  
development	  of	  luxury	  Chinese	  lifestyle	  fashion	  brands	  in	  the	  global	  market	  in	  order	  to	  
provide	  useful	  findings	  for	  branding	  practitioners	  and	  consumers	  who	  are	  interested	  in	  
the	  development	  of	  ‘Designed	  in	  China’	  brands	  in	  a	  global	  context.
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Chapter	  3:	  Research	  Methods	  and	  Data	  Collection	  
	  
This	  study	  is	  grounded	  in	  Said’s	  Orientalism	  (1978),	  with	  the	  notion	  of	  its	  transition	  to	  
Geczy’s	  transorientalism	  (2013)	  to	  underpin	  the	  axiological,	  ontological,	  and	  
epistemological	  distinction	  between	  ‘the	  Orient’	  (the	  East)	  and	  ‘the	  Occident’	  (the	  
West).	  The	  research	  philosophy	  is	  interpretivism,	  which	  advocates	  the	  researcher	  
conducting	  research	  among	  humans	  as	  ‘social	  actors’	  in	  order	  to	  understand	  their	  
differences	  (Saunders	  et	  al.,	  2009,	  p.8)	  and	  to	  ‘make	  sense	  of	  the	  world	  around	  us’	  
(Saunders	  et	  al.,	  2009,	  p.15).	  The	  interpretivist	  approach	  of	  this	  research	  is	  subjective	  in	  
nature,	  and	  is	  related	  to	  personal	  and	  professional	  beliefs.	  As	  a	  Chinese-­‐origin	  brand	  
designer	  who	  was	  raised	  in	  the	  British	  colonial	  environment	  of	  Hong	  Kong	  SAR,	  I	  have	  
full	  understanding	  of	  the	  significant	  social,	  political,	  economic	  and	  cultural	  differences	  in	  
Hong	  Kong,	  compared	  to	  the	  mainland	  China,	  despite	  the	  two	  populations	  sharing	  
similar	  philosophical	  values.	  The	  differences	  have	  attracted	  the	  attention	  of	  global	  
audiences,	  and	  an	  increasing	  numbers	  of	  emerging	  LCBs	  have	  been	  established	  over	  the	  
last	  two	  decades.	  Against	  the	  backdrop	  of	  emerging	  Chinese	  brand,	  which	  have	  been	  
constantly	  evolving	  in	  values	  and	  images	  due	  to	  various	  local	  and	  global	  branding	  
practices,	  the	  Chinese	  trope	  design	  phenomenon	  plays	  a	  key	  role	  in	  this	  research,	  in	  
addition	  to	  an	  interest	  in	  design	  originality	  and	  changes	  to	  the	  Chinese	  identity.	  This	  
research	  will	  use	  an	  ontological	  and	  epistemological	  approach	  to	  studying	  Chinese	  
brands	  from	  a	  transdisciplinary	  perspective.	  The	  methodological	  choice	  is	  to	  use	  the	  
multi-­‐qualitative	  method,	  which	  helps	  to	  set	  up	  the	  conceptual	  framework	  (Ng,	  2000,	  
p.53)	  and	  involves	  small	  and	  in-­‐depth	  sampling	  for	  investigations.	  The	  method	  of	  visual	  
taxonomies	  is	  applied	  to	  examine	  the	  Chinese	  tropes	  from	  various	  luxury	  Chinese	  
brands.	  Multiple	  case	  studies	  with	  interviews	  are	  used	  to	  investigate	  the	  strategy	  and	  
the	  process	  in	  generating	  ‘designed	  in	  China’.	  The	  semi-­‐structured	  interview	  aims	  to	  
understand	  the	  ways	  in	  which	  Chinese	  brand	  designers	  gain	  cultural	  knowledge	  in	  
ideation,	  and	  to	  discover	  any	  intentions	  of	  management	  and	  unapparent	  irrationalities	  
in	  Chinese	  brand	  development.	  The	  study	  also	  challenges	  the	  global	  meaning	  of	  ‘country	  
of	  origin’	  in	  a	  luxurious	  context.	  The	  strategies	  used	  to	  allow	  researchers	  and	  research	  
subjects	  to	  work	  in	  an	  interactive	  and	  cooperative	  relationship	  (Reason	  and	  Rowan,	  
1981;	  Wallendorf,	  1987,	  cited	  in	  Ng,	  2000,	  p.	  46)	  in	  qualitative	  analysis.	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Conceptual	  framework	  
In	  Chapter	  2,	  the	  literature	  review	  provides	  the	  secondary	  research	  that	  is	  used	  to	  
develop	  a	  set	  of	  relevant	  theoretical	  propositions,	  which	  create	  a	  focal	  point	  for	  the	  data	  
collection	  of	  this	  research	  study.	  The	  point	  of	  the	  research	  is	  to	  examine	  the	  
phenomenon	  of	  Chinese	  tropes	  in	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  and	  
to	  make	  inquiries	  about	  the	  ramifications	  of	  the	  practices	  involved	  within	  the	  context	  of	  
the	  changing	  lifestyle	  in	  China.	  The	  transdisciplinary	  nature	  of	  this	  research	  requires	  the	  
observation	  of	  different	  views	  of	  the	  substantial	  changes	  in	  China	  during	  the	  period	  
from	  1994	  to	  2014	  from	  multiple	  perspectives	  (see	  Figure	  42).	  This	  research	  pushes	  the	  
boundaries	  of	  brand	  communication	  to	  its	  intersection	  with	  other	  related	  subjects	  such	  
as	  material	  culture,	  art	  and	  design	  and,	  moreover,	  personal,	  social	  and	  national	  
identities.	  Each	  of	  the	  theoretical	  propositions	  centres	  around	  a	  specific	  enquiry	  and	  
four	  thematic	  headings	  are	  introduced	  for	  easy	  reference:	  ‘Material	  Objects’	  refers	  to	  
the	  material	  culture;	  ‘Signs’	  represents	  Chinese	  identity;	  ‘Country	  of	  Origin’	  stands	  for	  
the	  core	  values	  that	  define	  originality	  in	  luxury	  goods;	  and	  ‘Brand	  and	  Visual	  Semiotics’	  
refers	  to	  global	  communication.	  Through	  the	  research	  investigation,	  the	  study	  covers	  
the	  transdisciplinary	  areas	  of	  branding	  and	  business,	  cultural	  studies,	  visual	  
communication	  and	  sociology.	  The	  following	  table	  (see	  Figure	  43)	  shows	  the	  mapping	  of	  
the	  theoretical	  propositions	  with	  thematic	  headings	  onto	  the	  relevant	  disciplines	  
marked	  in	  corresponding	  colours.	  Based	  on	  the	  supporting	  sources	  from	  the	  literature	  
and	  the	  visual	  references	  used	  for	  grounding	  the	  theoretical	  propositions,	  a	  conceptual	  
framework	  for	  this	  research	  has	  been	  drawn	  up	  as	  a	  guide	  for	  the	  data	  collection	  and	  
testing.	  Figure	  44	  outlines	  the	  conceptual	  framework	  for	  the	  interpretation	  of	  Chinese	  
tropes	  in	  material	  culture	  in	  China.	  It	  takes	  into	  account	  the	  country	  of	  origin	  of	  each	  
brand	  and	  the	  origin	  of	  brand	  operators	  and	  designers,	  questioning	  the	  notion	  of	  
‘Designed	  in	  China’	  in	  branding	  practices	  and	  Chinese	  identity	  in	  the	  changing	  lifestyle	  
environment	  of	  modern	  China.	  This	  analytical	  model	  is	  developed	  in	  order	  to	  compare	  
and	  contrast	  different	  Chinese	  tropes	  and	  visual	  conventions	  gathered	  using	  the	  various	  
data	  collection	  tools	  set	  out	  in	  the	  research	  methodology	  in	  this	  chapter.	  	  
	  
	  
	  	  72	  
	  
	  













1.	  Material	  Objects	  
Western	  cultural	  expression	  is	  embedded	  
in	  the	  material	  culture	  of	  modern	  China.	  
 
                                                                           
	   	   	  
2.	  Signs	  
Chinese	  identity	  has	  been	  redefined	  in	  
luxury	  Chinese	  brand	  development.	  
	   	   	   	  
3.	  Country	  of	  Origin	  
Country	  of	  origin	  (COO)	  plays	  a	  major	  role	  
in	  defining	  ‘Designed	  in	  China’	  in	  luxury	  
branding	  practices.	  
	   	   	   	  
4.	  Brand	  and	  Visual	  Semiotics	  
The	  use	  of	  Chinese	  tropes	  constitutes	  
cross-­‐cultural	  barriers	  to	  communication	  
in	  a	  global	  context.	  
	   	   	   	  
	  
Fig.43:	  Mapping	  of	  the	  theoretical	  propositions	  with	  four	  transdisciplinary	  areas	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To	  establish	  the	  context,	  the	  design	  of	  the	  research	  methodology	  has	  taken	  into	  account	  
the	   limitations	   in	   terms	  of	   the	   following	   issues:	   1)	  what	   kinds	  of	   data	  will	   be	  used;	   2)	  
how	  the	  data	  was	  presented	  in	  the	  period	  1994-­‐2014;	  3)	  where	  the	  data	  collection	  take	  
place;	  and	  lastly	  4)	  how	  the	  data	  collection	  should	  be	  carried	  out.	  The	  study	  will	  involve	  
a	   step-­‐by-­‐step	   process	   to	   underpin	   the	   research	   questions,	   and	   aims	   to	   provide	   a	  
thorough	  analysis	  from	  a	  transdisciplinary	  point	  of	  view	  in	  order	  to	  obtain	  the	  answers,	  
which	   lie	   in	   various	   locations	   in	   different	   time	   zones.	   Chinese	   tropes,	   which	   embed	  
Chinese	  signs	  in	  various	  material	  objects,	  provide	  the	  key	  source	  of	  data	  throughout	  the	  
whole	   process.	   In	   addition,	   the	   ideation	   of	   Chinese	   tropes	   is	   also	   regarded	   as	   an	  
essential	   part	   of	   the	   data.	   Based	   on	   the	   above	   issues,	   the	   following	   five	   significant	  
reference	   points	   set	   the	   basis	   for	   the	   research	   methodology	   design	   for	   further	  
investigation.	  
	  
1)	   Chinese	   tropes	   appeared	   in	   material	   objects	   in	   different	   merchandise	   sectors	  
	   throughout	  1994	  to	  2014,	  
2)	  Chinese	  tropes	  are	  presented	  using	  different	  signs	  with	  specific	  connotations,	  
3)	  Chinese	  tropes	  have	  been	  deployed	  in	  various	  tangible	  and	  intangible	  forms	  of	  brand	  
	   communication,	  
4)	   There	   is	   limited	   visual	   data	   about	   Chinese	   tropes	   in	   the	   early	   decade	   of	   the	   study	  
	   period	  because	   current	   computer	   and	   internet	   technology	  was	  not	   available	   in	   the	  
	   start-­‐up	  period	  of	  LCBs,	  
5)	   Different	   approaches	   for	   qualitative	   data	   collection	   is	   needed,	   especially	   for	   the	  
	   mainland	  Chinese	  brands,	  which	  are	  solely	  located	  in	  one	  single	  market.	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Fig.45:	  Mapping	  of	  the	  theoretical	  propositions	  with	  research	  methodology	  
	  
	  
The	  theoretical	  propositions	  are	  a	  means	  of	  interrogating	  the	  data	  collected	  through	  the	  
research	  methodology	  proposed,	  which	  is	  a	  multi-­‐qualitative	  research	  method	  (see	  
Figure	  45).	  This	  method	  is	  an	  appropriate	  choice	  for	  collecting	  different	  data	  to	  
investigate	  various	  kinds	  of	  Chinese	  tropes	  and	  their	  details.	  The	  visual	  taxonomies	  are	  
compiled	  to	  enable	  a	  review	  of	  the	  qualitative	  data	  comprised	  of	  the	  material	  objects	  
and	  signs,	  while	  multiple	  case	  studies,	  which	  involve	  semi-­‐structured	  interviews	  and	  the	  
collection	  of	  visual	  evidence,	  provide	  in-­‐depth	  data	  from	  subjects	  for	  further	  
investigation.	  
	  
	  	  76	  
Method:	  Visual	  taxonomies	  of	  Chinese	  tropes	  
Data	  collection	  began	  by	  generating	  a	  set	  of	  visual	  taxonomies.	  Both	  Chinese	  tropes	  and	  
material	  objects	  form	  part	  of	  the	  core	  visual	  data	  collection	  in	  this	  task.	  Instead	  of	  
searching	  randomly	  among	  the	  emerging	  LCBs,	  some	  prerequisites	  were	  set	  for	  the	  
investigation:	  the	  data	  investigated	  had	  to	  be	  designed	  by	  luxury	  Chinese	  fashion	  or	  
lifestyle	  fashion	  brands	  generated	  between	  1994	  and	  2014.	  In	  order	  to	  compose	  a	  visual	  
timeline	  presentation,	  therefore,	  an	  initial	  investigation	  into	  the	  visual	  data	  mainly	  using	  
searches	  of	  online	  resources	  was	  conducted.	  The	  study	  looked	  first	  at	  resources	  
pertaining	  to	  just	  a	  few	  established	  luxury	  Chinese	  lifestyle	  fashion	  brands,	  which	  were	  
established	  in	  the	  late	  twentieth	  century,	  around	  1994.	  It	  appeared	  that	  only	  limited	  
initial	  data	  was	  available	  on	  online	  resources	  such	  as	  auction	  platforms,	  second-­‐hand	  
shops	  and	  vintage	  auctions.	  It	  also	  showed	  that	  the	  visual	  data	  from	  the	  first	  round	  
search	  was	  mainly	  from	  luxury	  lifestyle	  fashion	  brands	  located	  outside	  of	  mainland	  
China.	  Using	  a	  deeper	  search,	  a	  limited	  amount	  of	  data	  on	  domestic	  Chinese	  brands	  was	  
eventually	  found	  on	  the	  official	  websites	  of	  brands,	  and	  there	  were	  more	  archives	  of	  the	  
later	  years	  of	  the	  research	  period.	  The	  results	  soon	  proved	  that	  data	  from	  twenty	  years	  
ago	  is	  limited	  in	  quantity	  in	  the	  online	  archives,	  and	  data	  from	  that	  time	  were	  rarely	  
saved	  in	  digital	  format	  since	  computer	  technology	  was	  only	  just	  being	  introduced.	  
	  
The	  visual	  data	  were	  obtained	  from	  a	  variety	  of	  brand	  communications	  embedded	  in	  
various	  sectors	  of	  brand	  merchandise.	  Different	  aspects	  of	  Chinese	  tropes	  were	  
generated	  in	  various	  forms	  that	  can	  be	  divided	  into	  distinct	  categories.	  Due	  to	  the	  
potential	  to	  collect	  large	  amounts	  of	  data,	  it	  was	  essential	  to	  apply	  an	  indexing	  
procedure	  for	  easy	  reference	  in	  order	  to	  set	  up	  a	  visual	  taxonomy.	  Configuring	  a	  well-­‐
organised	  index	  of	  the	  taxonomic	  structure	  allowed	  for	  an	  in-­‐depth	  examination	  of	  the	  
evolution	  of	  Chinese	  tropes	  in	  terms	  of	  a	  specific	  sign.	  It	  also	  enabled	  us	  to	  clearly	  
observe	  the	  use	  of	  material	  objects	  in	  a	  particular	  sector	  against	  the	  timeline;	  this	  
provided	  systematic	  evidence	  that	  will	  assist	  later	  investigations.	  Figure	  46	  presents	  a	  
general	  index	  of	  this	  taxonomic	  structure.	  Individual	  visual	  taxonomies	  of	  material	  
objects	  and	  signs	  were	  placed	  along	  the	  timeline,	  along	  with	  the	  identification	  of	  the	  
country	  of	  origin	  of	  the	  brands.	  The	  visual	  taxonomies	  were	  put	  in	  place	  to	  provide	  
insight	  into	  the	  selection	  of	  potential	  brands	  for	  multiple	  qualitative	  case	  studies.	  These	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data	  can	  also	  serve	  to	  establish	  a	  visual	  archive	  of	  Chinese	  tropes	  to	  record	  LCB	  
development.	  
	  
The	  taxonomies	  provide	  clear	  illustrations	  of	  the	  visual	  evolution	  of	  Chinese	  tropes,	  as	  
well	  as	  recording	  the	  different	  kinds	  of	  Chinese	  trope	  in	  terms	  of	  form,	  shape,	  texture,	  
colour,	  and	  various	  other	  attributes.	  The	  record	  is	  not	  limited	  to	  visual	  evidence,	  but	  
also	  references	  textual	  form.	  The	  collected	  data	  was	  organised	  using	  keywords	  for	  
coding	  and	  was	  listed	  in	  a	  spreadsheet	  for	  easy	  reference.	  In	  order	  to	  display	  the	  
taxonomy	  in	  a	  timeline	  format,	  information	  graphics	  were	  applied	  for	  the	  presentation	  
of	  visual	  taxonomies.	  In	  Clark’s	  study	  (2009b,	  p.	  180)	  of	  ‘China	  Style’,	  she	  divides	  ‘China	  
style’	  into	  four	  levels	  of	  brand	  communications:	  1)	  Material	  (merchandise);	  2)	  Visual	  
(brand	  identity	  and	  its	  applications);	  3)	  Spatial	  (interior);	  and	  4)	  Textual	  (slogan	  and	  copy	  
or	  text),	  covering	  the	  areas	  from	  surface	  of	  brand	  merchandise,	  brand	  applications	  to	  
brand	  experience.	  Since	  the	  construction	  of	  visual	  taxonomies	  aimed	  to	  examine	  the	  
material	  objects	  and	  signs	  as	  a	  priority,	  the	  investigation	  started	  by	  collecting	  the	  data	  
for	  materials	  (merchandise),	  and	  visuals	  (brand	  identity	  and	  its	  applications)	  from	  
selected	  emerging	  luxury	  lifestyle	  fashion	  brands.	  The	  index	  of	  material	  objects	  follows	  
the	  divisions	  of	  the	  merchandise	  sectors	  of	  a	  typical	  luxury	  lifestyle	  fashion	  brand,	  which	  
include	  womenswear,	  menswear,	  fashion	  accessories	  and	  home	  accessories.	  The	  data	  
collection	  included	  the	  geographic	  locations	  of	  brands	  as	  essential	  information	  for	  the	  
investigation	  of	  the	  country	  of	  origin.	  It	  is	  advantageous	  to	  clarify	  that	  brands	  were	  
qualified	  for	  screening	  when	  it	  could	  be	  established	  that	  they	  were	  emerging	  luxury	  
lifestyle	  fashion	  brands.	  This	  not	  only	  helped	  to	  build	  up	  a	  diversified	  database	  of	  
material	  objects,	  but	  also	  avoided	  collecting	  data	  that	  focused	  too	  much	  on	  one	  or	  two	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Brand	  Name	   Timeline	   Brand	  Country	  of	  Origin	   Material	  Objects	   Signs	  
English	  +	  
Chinese	  





Fig.46:	  General	  index	  of	  taxonomic	  structure	  
	  
Firstly,	  the	  start-­‐up	  location	  of	  a	  brand	  covers	  the	  search	  areas	  of	  cities	  within	  the	  China	  
region,	  including	  mainland	  China	  and	  the	  Hong	  Kong	  SAR.	  Within	  the	  mainland	  China	  
district,	  the	  first-­‐tier	  cities	  of	  China,	  based	  on	  size	  and	  the	  top	  ranks	  in	  Gross	  Domestic	  
Product	  (GDP)	  (China	  Internet	  Watch,	  2015),	  Beijing,	  Shanghai,	  Guangzhou	  and	  
Shenzhen,	  also	  known	  as	  ‘The	  Big	  4’	  (Cameron,	  2016)	  were	  included.	  Secondly,	  the	  start-­‐
up	  year	  of	  a	  brand	  was	  also	  taken	  into	  account	  for	  the	  search	  in	  order	  to	  cover	  the	  study	  
period	  from	  1994	  to	  2014,	  qualifying	  the	  company	  as	  an	  ‘emerging’	  Chinese	  brand	  in	  the	  
last	  twenty	  years	  (Lu,	  2008).	  Thirdly,	  considering	  the	  ranking	  criteria	  as	  ‘luxury	  brands’,	  
luxury-­‐marketing	  scholar	  Heine	  (2016)	  summarises	  six	  principles	  of	  ‘luxury’:	  ‘a	  high	  level	  
of	  price,	  quality,	  aesthetics,	  rarity,	  extraordinariness	  and	  symbolism—a	  high	  degree	  of	  
non-­‐functional	  associations’.	  Luxury	  Chinese	  lifestyle	  fashion	  brands	  have	  gradually	  been	  
established	  in	  the	  last	  two	  decades	  (Lu,	  2008,	  p.179),	  and	  to	  establish	  a	  luxury	  brand	  
requires	  a	  significant	  time	  period	  to	  build	  up	  its	  reputation	  for	  heritage	  and	  to	  create	  
signature	  items	  that	  are	  perceived	  to	  be	  of	  high	  quality	  and	  rarity.	  Providing	  Chinese	  
tropes	  are	  the	  core	  element	  of	  this	  investigation,	  symbolism	  and	  price	  were	  taken	  into	  
account	  for	  the	  search.	  In	  the	  price-­‐setting	  strategy,	  each	  ‘luxury	  brand’	  is	  expected	  to	  
target	  the	  affluent	  Chinese	  and	  the	  middle	  class.	  Based	  on	  these	  search	  criteria,	  the	  
indexing	  units	  of	  each	  merchandise	  sector	  were	  gradually	  built	  up.	  The	  following	  tables	  
list	  the	  potential	  brands	  from	  the	  search	  with	  identified	  geographic	  start-­‐up	  locations	  
(see	  Figure	  47).	  They	  also	  provide	  the	  collective	  indexing	  units	  of	  four	  merchandise	  
sectors	  of	  brand	  communications	  in	  alphabetical	  order	  for	  building	  up	  the	  structure	  of	  a	  
visual	  taxonomy	  of	  material	  objects	  (see	  Figure	  48).	  
	  	  
	  
	  	   79	  
Brand	  COO	  -­‐	  City/Brand	  (B)	  or	  Designer	  (D)	   Start-­‐up	  Year	  (1994	  –	  2014)	  
	   English	  name	   Chinese	  name	   94-­‐99	   00-­‐04	   05-­‐09	   10-­‐14	  
Mainland	  China	  
	   Beijing	  
B:	  NE	  TIGER	   B:	  东北虎	   1992	   	   	   	  
B:	  Rose	  Studio	   B:	  玫瑰坊 1996	   	   	   	  
B:	  EVU-­‐EVE	  de	  UOMO	   B:	  依⽂文男装 1994	   	   	   	  
B/D:	  Chi	  Zhang	   D:	  张驰 	   	   2007	   	  
B/D:	  Xander	  Zhou	   D:	  周祥宇 	   	   2007	   	  
B/D:	  VEGA	  ZAISHI	  WANG	   D:	  ⺩王在实 	   	   2008	   	  
B/D:	  SIMONGAO	   D:	  ⾼高杨	   	   	   	   2012	  
Shanghai	  
B/D:	  Ji	  Cheng	  (B:	  La	  Vie)	  	   D:	  吉承 (B:	  ⽣生) 	   2002	   	   	  
B:	  ZucZug	   B:	  素然 	   2002	   	   	  
B:	  Boundless	   B:	  沒边 	   	   2005	   	  
B/D:	  Qiuhao	   D:	  邱昊 	   	   2006	   	  
B:	  Shang	  Xia	   B:	  上下	   	   	   2008	   	  
Guangzhou	  
B:	  Exception	  de	  Mixmind	   B:	  例外 1996	   	   	   	  
B:	  Wu	  Yong	  (Useless)	   B:	  無⽤用 	   	   2006	   	  
B:	  Exception	  Act-­‐itude	   B:	  ⽣生態 	   	   2008	   	  
B:	  Fangsuo	  Commune	   B:	  ⽅方所 	   	   	   2011	  
B:	  YNOT	   D:	  ⽑毛继鸿 + ⿈黃炳培 	   	   	   2012	  
Shenzhen	  
B:	  Xiang	  Yun	  Sha	   B:	  ⾹香云莎 1999	   	   	   	  
B:	  Vmajor	   D:	  朱威特 + 林潇馨 	   	   	   2012	  
Hong	  Kong	  SAR	  
	   B:	  Blanc	  de	  Chine	   B:	  源 1993	   	   	   	  
B:	  Shanghai	  Tang	   B:	  上海滩 1994	   	   	   	  
B/D:	  Vivienne	  Tam	   D:	  譚燕⽟玉	   1994	   	   	   	  
B:	  Tang	  Tang	  Tang	  Tang	   B:	  鄧鄧鄧鄧 	   	   	   2013	  
	  
Fig.47:	  Potential	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  for	  data	  collection	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A	  well	  constructed	  coding	  and	  indexing	  of	  the	  visual	  taxonomy	  structure	  definitely	  
helped	  to	  speed	  up	  the	  data	  processing	  of	  the	  visual	  taxonomies.	  Preliminary	  indexes	  of	  
the	  material	  objects	  taxonomy	  were	  clearly	  listed	  in	  textual	  form	  with	  a	  set	  of	  indexing	  
units,	  under	  the	  sub-­‐headings	  of	  Material,	  Visual,	  Spatial,	  and	  Textual	  (see	  Figure	  48)	  in	  
various	  brand	  communications	  (including	  but	  not	  limited	  to	  any	  kind	  of	  material	  object	  
of	  merchandise	  found	  amongst	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands)	  
and	  signs	  (including	  but	  not	  limited	  to	  any	  sign	  that	  has	  been	  used	  by	  an	  emerging	  
luxury	  Chinese	  lifestyle	  fashion	  brand).	  Among	  the	  four	  sub-­‐headings	  of	  Material,	  Visual,	  
Spatial,	  and	  Textual,	  the	  Material	  section	  provided	  more	  valuable	  data	  from	  the	  brand	  
merchandise	  in	  visual	  presentation,	  covering	  more	  tangible	  Chinese	  trope	  designs	  from	  
other	  sectors	  of	  the	  lifestyle	  fashion	  brands.	  More	  importantly,	  it	  helped	  to	  form	  a	  clear	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Signs	  are	  one	  of	  the	  core	  elements	  used	  to	  address	  the	  research	  question	  of	  this	  study.	  
This	  research	  examines	  the	  signs	  that	  reflect	  the	  ways	  in	  which	  LCB	  operators	  and	  
designers	  express	  symbolic	  brand	  messages	  to	  their	  stakeholders	  as	  well	  as	  identifying	  
changes	  in	  Chinese	  identity.	  The	  examination	  of	  signs	  focused	  on	  the	  material	  (Material	  
Objects)	  of	  four	  merchandise	  sectors:	  womenswear,	  menswear,	  fashion	  accessories	  and	  
home	  accessories	  of	  luxury	  lifestyle	  fashion	  brands.	  This	  study	  assumes	  that	  the	  material	  
objects	  in	  other	  levels	  of	  brand	  communications,	  that	  is,	  Visual	  (brand	  identity	  and	  its	  
applications)	  and	  Spatial	  (interior),	  would	  have	  a	  style	  consistent	  with	  those	  of	  the	  
material	  objects	  for	  building	  a	  brand	  image.	  The	  collection	  of	  sign	  taxonomy	  is	  identical	  
to	  the	  visual	  taxonomy	  of	  material	  objects	  but	  processed	  from	  different	  perspectives.	  
Since	  the	  majority	  of	  the	  images	  collected,	  in	  particular	  those	  from	  the	  early	  years	  of	  the	  
twenty-­‐year	  study	  period,	  were	  gathered	  from	  the	  online	  archives,	  the	  major	  difficulty	  
was	  to	  identify	  the	  signs	  clearly	  from	  the	  relatively	  low-­‐quality	  images	  in	  low	  dots-­‐per-­‐
inch	  resolution	  (DPI).	  This	  also	  raises	  another	  concern	  regarding	  the	  presentation	  of	  the	  
visual	  taxonomy	  at	  a	  later	  stage.	  
	  
Although	  there	  are	  tangible	  (the	  visual	  identity	  and	  relevant	  consistent	  applications)	  and	  
intangible	  (feeling	  and	  emotional	  attachment	  to	  a	  brand)	  brand	  attributes	  (Grainger,	  
2016),	  it	  was	  more	  important	  to	  identify	  the	  tangible	  forms,	  which	  contain	  visual	  
elements	  of	  brand	  communication	  to	  build	  the	  index	  of	  signs.	  Tangible	  signs	  were	  
mostly	  found	  on	  decorative	  surfaces.	  Symbols	  were	  included	  for	  their	  visual	  impact	  as	  
Chinese	  representatives	  from	  ancient	  times.	  Thus,	  different	  Chinese	  symbol	  titles	  were	  
inputted	  into	  the	  index	  units	  in	  advance	  to	  speed	  up	  the	  process.	  Data	  may	  have	  been	  
incorporated	  into	  the	  material	  objects	  before	  they	  were	  identified	  as	  signs;	  however,	  
the	  examination	  of	  data	  soon	  proved	  the	  existence	  of	  signs	  and	  a	  slight	  adjustment	  in	  
the	  naming	  of	  units	  was	  all	  that	  was	  necessary.	  In	  fact,	  a	  greater	  variety	  of	  symbols	  were	  
found	  in	  the	  data	  collected	  for	  the	  later	  years	  of	  the	  study	  period.	  Sub-­‐headings	  of	  the	  
symbol	  index	  were	  gradually	  established.	  These	  included:	  Animal,	  Character,	  Flower,	  
Icon,	  Motif,	  Number,	  Pattern	  and	  Plant,	  with	  a	  list	  of	  indexing	  units	  under	  each	  of	  the	  
sub-­‐headings.	  Besides	  the	  symbols,	  other	  signs	  of	  Chinese	  tropes	  were	  identified.	  The	  
identification	  process	  involved	  grouping	  the	  objects	  collectively	  in	  terms	  of	  the	  use	  of	  
colours	  and	  the	  nature	  of	  the	  materials.	  Materials	  were	  divided	  into	  sub-­‐headings	  of	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Metal,	  Bamboo,	  Ceramics,	  Fabric,	  Fruit,	  Tea,	  Stone	  and	  Wood.	  In	  addition,	  the	  
production	  method	  of	  the	  signs	  and	  the	  forms	  and	  shapes	  of	  the	  Chinese	  tropes	  were	  
identified,	  together	  with	  the	  metaphor,	  which	  is	  intangible	  in	  its	  nature.	  Each	  individual	  
index	  is	  also	  filled	  with	  a	  rich	  list	  of	  indexing	  units	  for	  coding,	  providing	  an	  unlimited	  
source	  of	  Chinese	  representations.	  The	  full	  index	  list	  of	  the	  visual	  taxonomies	  of	  signs	  is:	  
1)	  Colour;	  2)	  Material;	  3)	  Metaphor;	  4)	  Production;	  5)	  Shape;	  and	  6)	  Symbol.	  Figure	  49	  
shows	  the	  indexes	  of	  Colour,	  Metaphor,	  Production	  and	  Shape.	  Figure	  50	  and	  Figure	  51	  
show	  the	  Material	  index	  and	  the	  Symbol	  index	  respectively.	  Each	  figure	  has	  sub-­‐
headings	  and	  collective	  indexing	  units	  in	  alphabetical	  order.	  The	  next	  step	  in	  the	  
examination	  took	  a	  sample	  of	  some	  of	  the	  popular	  signs	  in	  active	  use	  in	  the	  luxury	  
Chinese	  lifestyle	  fashion	  designs	  throughout	  the	  period	  1994-­‐2014,	  and	  examined	  their	  
pattern	  in	  detail.	  Specific	  signs	  in	  various	  indexes	  were	  highlighted	  in	  individual	  
taxonomies.	  In	  addition,	  the	  review	  also	  identified	  where	  the	  signs	  were	  deployed	  in	  the	  
related	  merchandise	  sectors	  in	  order	  to	  examine	  the	  relationship	  and	  matching	  the	  




Fig.49:	  Indexing	  units	  of	  the	  visual	  taxonomy	  –	  Signs	  
(by	  Colour,	  Metaphor,	  Production	  and	  Shape)	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Fig.51:	  Indexing	  units	  of	  the	  visual	  taxonomy	  -­‐	  Signs	  (by	  Symbol)	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Method:	  Multiple	  case	  studies	  
Case	  studies	  were	  a	  legitimate	  method	  for	  collecting	  qualitative	  data	  in	  this	  research	  
that	  allowed	  enquires	  about	  ‘how’	  and	  ‘why’	  to	  be	  answered	  through	  semi-­‐structured	  
interviews	  with	  a	  set	  of	  well-­‐planned	  research	  questions,	  which	  ‘require[d]	  an	  extensive	  
and	  “in-­‐depth”	  description’	  of	  the	  phenomenon	  in	  order	  to	  address	  a	  comparatively	  
complex	  issue	  (Yin,	  2009,	  pp.	  2-­‐4).	  Rather	  than	  a	  central	  focus	  of	  the	  research,	  
interviews	  in	  this	  research	  were	  one	  element	  of	  the	  methodology	  alongside	  the	  
extensive	  data	  collection	  and	  analysis.	  Case	  studies	  mostly	  focused	  on	  the	  research	  of	  
current	  issues,	  and	  were	  used	  for	  purposes	  of	  exploration,	  description,	  and	  explanation	  
(Yin,	  2009,	  pp.	  7-­‐8).	  In	  this	  study,	  descriptive	  case	  studies	  were	  conducted	  to	  help	  
readers	  to	  learn	  the	  content	  of	  the	  visual	  evidence	  and	  to	  understand	  the	  data	  gathered	  
from	  the	  ‘how’	  and	  ‘why’	  questions,	  followed	  by	  an	  explanatory	  study	  to	  connect	  ideas	  
about	  cause	  and	  effect	  (Yin,	  2009,	  p.	  9).	  Since	  case	  study	  data	  can	  also	  be	  collected	  from	  
various	  sources—such	  as	  documents,	  archival	  records,	  interviews,	  direct	  observation	  
and	  physical	  artifacts—that	  provide	  a	  wider	  range	  of	  data	  for	  investigation	  (Yin,	  2009,	  
p.98),	  this	  method	  is	  an	  influential	  way	  to	  convey	  reliable	  data	  to	  the	  reader,	  even	  
though	  the	  findings	  may	  not	  necessarily	  apply	  to	  other	  similar	  cases.	  
	  
The	  critical	  decision	  for	  the	  investigation	  was	  how	  to	  identify	  potential	  candidate	  brands	  
for	  the	  interviews.	  The	  basic	  criteria	  for	  candidate	  brand	  selection	  followed	  the	  same	  
method	  of	  brand	  identification	  employed	  when	  establishing	  the	  visual	  taxonomies.	  
Candidate	  brands	  were	  chosen	  from	  the	  first-­‐tier	  cities	  -­‐	  ‘The	  Big	  4’	  in	  China,	  Beijing,	  
Shanghai,	  Guangzhou	  and	  Shenzhen	  (Cameron,	  2016),	  and	  Hong	  Kong	  SAR,	  known	  as	  
Asia’s	  world	  city,	  since	  they	  are	  regarded	  as	  well-­‐developed	  cities,	  where	  luxury	  brands	  
are	  stationed	  with	  well-­‐equipped	  facilities	  in	  a	  fully	  supported	  environment	  for	  global	  
development.	  Data	  collected	  during	  the	  initial	  search	  for	  visual	  taxonomies	  provided	  
insight	  into	  emerging	  LCBs	  established	  during	  the	  period	  1994-­‐2014.	  This	  data	  informed	  
the	  selection	  of	  subjects	  for	  the	  semi-­‐structured	  interviews.	  Hong	  Kong,	  the	  Special	  
Administrative	  Region	  of	  China,	  was	  a	  brand	  setter	  in	  the	  China	  region	  in	  the	  1990s.	  It	  
provided	  a	  well-­‐developed	  luxury	  market	  environment.	  In	  the	  last	  two	  decades,	  Hong	  
Kong	  SAR	  has	  nurtured	  emerging	  brand	  entrepreneurs,	  and	  has	  successfully	  established	  
internationally	  known	  LCBs.	  Of	  course,	  there	  is	  a	  significant	  difference	  in	  product	  quality	  
	  
	  	   85	  
and	  historical	  background	  between	  Hong	  Kong	  brands	  and	  the	  global	  heritage	  luxury	  
brands	  from	  European	  counterparts,	  such	  as	  Hermes,	  Louis	  Vuitton	  (LV)	  and	  
Ermenegildo	  Zegna	  from	  Italy,	  which	  were	  all	  founded	  over	  100	  years	  ago	  (Lu,	  2012;	  
Zegna,	  2018).	  In	  contrast,	  although	  Shanghai	  Tang	  and	  Vivienne	  Tam	  have	  already	  
staked	  their	  place	  in	  the	  global	  luxury	  market,	  they	  along	  with	  other	  luxury	  Chinese	  
lifestyle	  fashion	  brands	  only	  emerged	  in	  the	  twentieth	  and	  the	  twenty-­‐first	  centuries,	  
meaning	  the	  history	  of	  luxury	  Chinese	  fashion	  brands	  is	  just	  over	  two	  decades	  long	  (Lu,	  
2008,	  p.	  179).	  
	  
In	  the	  domestic	  China	  market,	  increasing	  numbers	  of	  original	  equipment	  manufacturers	  
(OEMs)	  and	  original	  design	  manufacturers	  (ODMs)	  have	  stepped	  further	  up	  the	  branding	  
ladder	  to	  act	  as	  original	  brand	  manufacturers	  (OBMs)	  (George	  and	  Kumars,	  2017).	  NE	  
Tiger,	  originally	  established	  as	  a	  fur	  design	  manufacturer,	  has	  expanded	  its	  business	  as	  a	  
luxury	  haute	  couture	  brand,	  and	  claims	  to	  be	  ‘transmitting	  the	  traditional	  and	  the	  
modern;	  bridging	  China	  and	  the	  West’	  (NE	  Tiger,	  2016).	  NE	  Tiger	  and	  Rose	  Studio,	  luxury	  
haute	  couture	  brands	  established	  in	  1996,	  have	  both	  deployed	  stereotypical	  Chinese	  
tropes	  with	  overwhelming	  visual	  impact	  as	  signature	  brand	  designs,	  which	  in	  the	  
majority	  of	  cases	  are	  only	  suitable	  to	  be	  worn	  on	  special	  occasions	  or	  for	  stage	  
performances.	  In	  the	  early	  1990s,	  some	  Chinese	  brands	  were	  named	  after	  European	  
brands	  and	  completely	  misled	  consumers	  into	  believing	  that	  the	  parent	  companies	  were	  
based	  in	  Europe	  (Lu,	  2008,	  p.	  77),	  usually	  in	  countries	  like	  Italy	  or	  France.	  These	  brands	  
were	  actually	  OEMs	  from	  China	  that	  focused	  mainly	  on	  exports,	  then	  transformed	  to	  the	  
OBM	  model	  to	  introduce	  Western-­‐style	  clothing	  to	  the	  domestic	  market.	  Although	  these	  
brands	  were	  imitating	  European	  brand	  names,	  there	  is	  no	  doubt	  they	  produced	  their	  
own	  brand	  products	  with	  the	  transferable	  skills	  and	  production	  experience	  that	  they	  had	  
learned	  from	  their	  Western	  counterparts.	  Following	  the	  successful	  establishment	  of	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  in	  the	  China	  region,	  increasing	  numbers	  of	  
Chinese	  designers	  started	  branding	  businesses	  in	  the	  mid-­‐1990s	  (Lu,	  2008,	  p.	  148).	  
Exception	  de	  Mixmind	  and	  ZucZug	  are	  two	  outstanding	  examples	  of	  domestic	  brands	  in	  
the	  China	  market	  employing	  original	  thinking	  in	  designs	  (Wang,	  2014;	  Gao,	  2017,	  p.	  
727).	  The	  founders	  Mao	  Ji-­‐hong	  (Exception	  de	  Mixmind)	  and	  Wang	  Yi-­‐yang	  (ZucZug)	  are	  
both	  locally	  trained	  fashion	  designers	  with	  years	  of	  experience	  in	  the	  fashion	  industry	  in	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China.	  Despite	  the	  two	  brands	  not	  yet	  having	  set	  up	  the	  brand	  store	  globally,	  they	  have	  
built	  up	  a	  strong	  distribution	  network	  in	  the	  domestic	  market	  and	  are	  supported	  by	  a	  
large	  number	  of	  local	  stakeholders	  on	  the	  mainland	  (Gao,	  2017,	  p.727).	  
	  
Since	  the	  late	  nineteenth	  century,	  more	  and	  more	  Chinese	  designers	  have	  received	  
professional	  training	  in	  fashion	  from	  prestigious	  colleges	  overseas	  (Quick,	  2014;	  Chen,	  
2016;	  Zhang,	  2016;	  Hoo,	  2018).	  A	  relatively	  high	  number	  of	  these	  young	  overseas-­‐
educated	  designers	  chose	  to	  return	  to	  China	  after	  graduation	  and	  start	  their	  own	  
branding	  businesses	  (Zhang,	  2018);	  thus	  designer	  brands	  are	  rapidly	  emerging	  in	  China.	  
Of	  these	  emerging	  designer	  brands,	  some	  distinctive	  examples	  have	  had	  success	  in	  
overseas	  markets	  and	  have	  raised	  their	  profiles	  on	  the	  international	  fashion	  stage	  
(Quick,	  2014;	  Zhang,	  2016).	  Besides	  that,	  the	  reputation	  of	  some	  established	  Hong	  Kong	  
SAR	  Chinese	  brands	  have	  grown	  steadily	  on	  the	  global	  luxury	  market.	  The	  signature	  LCB	  
Shanghai	  Tang	  has	  shifted	  the	  focus	  of	  brand	  management	  since	  2000	  (Hoo,	  2018).	  The	  
company	  has	  largely	  expanded	  the	  branding	  business	  to	  other	  continents	  in	  its	  drive	  to	  
establish	  a	  global	  brand.	  All	  of	  these	  changes	  have	  shifted	  the	  luxury	  Chinese	  branding	  
practices	  and	  remodelled	  the	  business.	  Thus,	  the	  semi-­‐structured	  interviews	  aim	  to	  gain	  
a	  deeper	  understanding	  of	  the	  LCB	  environment.	  
	  
In	  the	  selection	  of	  candidate	  brands,	  the	  following	  considerations	  for	  purposeful	  
sampling	  were	  taken	  into	  account:	  1)	  Country	  of	  origin	  (COO)	  of	  brand/brand	  
operator/designer,	  2)	  Brand	  start-­‐up	  year,	  and	  3)	  Serving	  period	  of	  the	  brand	  
representatives	  within	  the	  time	  frame	  from	  1994	  to	  2014	  (See	  Figure	  52).	  The	  candidate	  
brands	  were	  selected	  to	  represent	  a	  diverse	  combination	  of	  emerging	  luxury	  Chinese	  
lifestyle	  fashion	  brands	  that	  included	  well-­‐known	  global	  retail	  brand(s),	  well-­‐established	  
domestic	  Chinese	  retail	  brand(s)	  and	  designer	  brand(s).	  This	  combination	  made	  it	  
possible	  to	  gather	  information	  from	  multiple	  examples	  of	  emerging	  LCBs	  in	  the	  last	  
twenty	  years.	  At	  the	  start,	  fifteen	  to	  twenty	  potential	  brands	  were	  approached	  to	  join	  
the	  research	  and	  only	  selected	  individuals	  were	  invited	  to	  take	  part	  in	  the	  semi-­‐
structured	  interview.	  This	  allowed	  the	  flexibility	  to	  achieve	  reasonable	  numbers	  of	  
successful	  candidate	  brands	  for	  data	  collection.	  Interviews	  with	  representatives	  of	  
various	  brands	  provided	  the	  opportunity	  to	  investigate	  the	  Chinese	  trope	  design	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phenomena	  from	  multiple	  perspectives	  of	  brand	  development	  during	  different	  periods	  
of	  time.	  Since	  different	  brands	  take	  individual	  approaches	  to	  the	  design	  process,	  the	  
diversity	  of	  the	  selected	  brands	  offered	  sufficient	  data	  for	  further	  investigation.	  
	  
Country	  of	  Origin	   Brand	  
Start-­‐up	  Year	  
Brand	  Rep.	  
Serving	  Period	  Brand	   Operators	   Designers	  
Mainland	  
China	  
Beijing	   Beijing	   1994	  -­‐	  2014	  
	  
1994	  -­‐	  2014	  
	  Shanghai	   Shanghai	  
Guangzhou	   Guangzhou	  
Shenzhen	   Shenzhen	  
SAR	   	   Hong	  Kong	   Hong	  Kong	  
Overseas	  
	  
Fig.52:	  The	  criteria	  of	  candidate	  brands	  for	  purposeful	  sampling	  for	  semi-­‐structured	  interviews	  	  
	  
	  
Fifteen	  invitations	  were	  sent	  out	  to	  potential	  participants	  for	  the	  semi-­‐structured	  
interviews,	  and	  a	  total	  of	  four	  brand	  representatives	  from	  the	  selected	  brands	  that	  fit	  
the	  pre-­‐set	  interview	  criteria	  agreed	  to	  join.	  These	  participants	  came	  from	  brands	  in	  
various	  geographical	  locations	  in	  China:	  two	  brands	  from	  mainland	  China	  (Midland-­‐
Shanghai;	  Southern-­‐Shenzhen)	  and	  the	  other	  two	  from	  Hong	  Kong	  SAR,	  covering	  a	  
diverse	  range	  of	  cultural	  backgrounds	  of	  LCBs.	  The	  start-­‐up	  years	  of	  these	  brands	  falls	  
within	  the	  investigation	  period	  of	  1994-­‐2014.	  In	  terms	  of	  timeline	  coverage,	  one	  of	  the	  
brands	  was	  a	  well-­‐known	  Hong	  Kong	  SAR-­‐based	  global	  retail	  brand	  established	  in	  1994,	  
and	  the	  second	  was	  a	  well-­‐established	  Shanghai-­‐based	  retail	  brand	  established	  in	  2002.	  
The	  other	  two	  brands	  were	  from	  the	  new	  twenty-­‐first	  century	  generation:	  one	  was	  a	  
Shenzhen-­‐based	  designer	  brand	  established	  in	  2012,	  and	  the	  last	  was	  the	  latest	  Hong	  
Kong	  SAR-­‐based	  retail	  brand	  established	  in	  2013.	  All	  participating	  brand	  representatives	  
were	  the	  cofounders	  or	  brand	  designers	  of	  their	  respective	  companies,	  and	  three	  of	  the	  
four	  had	  been	  in	  this	  core	  role	  since	  their	  brand	  was	  established.	  	  
	  
There	  were	  issues	  that	  had	  to	  be	  addressed	  before	  the	  interviews	  could	  be	  conducted.	  
An	  information	  sheet	  was	  sent	  out	  to	  inform	  all	  participants	  of	  the	  purpose	  of	  the	  
planned	  interviews,	  while	  they	  were	  also	  asked	  to	  sign	  participant	  consent	  forms	  for	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confirmation.	  Devising	  quality	  interview	  questions	  is	  key	  in	  the	  semi-­‐structured	  
interview.	  To	  address	  the	  transdisciplinary	  study,	  the	  questions	  were	  designed	  to	  
enquire	  about	  the	  practices	  of	  branding	  and	  business	  of	  China,	  linking	  to	  the	  areas	  of	  
cultural	  studies,	  visual	  communication	  and	  sociology.	  A	  set	  of	  nine	  general	  questions	  
(see	  Appendix	  3)	  was	  drawn	  up	  with	  slight	  variations	  for	  each	  individual	  brand	  designer	  
and	  representative.	  The	  interviews	  aimed	  to	  investigate	  the	  way	  brand	  designers	  and	  
brand	  representatives	  applied	  Chinese	  tropes	  in	  brand	  designs	  and	  communications,	  
and	  their	  thinking	  behind	  the	  designs.	  In	  order	  to	  explore	  the	  cultural	  practices	  of	  
multiple	  cases	  and	  build	  up	  units	  of	  research,	  collective	  case	  studies	  that	  gathered	  data	  
in	  a	  ‘layered	  or	  nested’	  approach	  were	  adopted	  for	  this	  study	  (Patton,	  2002,	  cited	  in	  
Crouch	  and	  Pearce,	  2012,	  p.	  125).	  These	  units	  of	  research	  would	  complement	  each	  
other.	  The	  interviews	  were	  designed	  to	  remain	  open-­‐ended	  and	  conducted	  with	  a	  
conversational	  tone.	  This	  qualitative	  approach	  explored	  the	  country	  of	  origin	  of	  brands,	  
operators	  and	  designers.	  It	  also	  focused	  on	  the	  research	  methods	  the	  brands	  used	  to	  
develop	  their	  Chinese	  references.	  The	  research,	  in	  addition,	  investigated	  the	  brand	  
representatives’	  knowledge	  of	  Chinese	  culture	  based	  on	  their	  education,	  work	  and	  life	  
experiences,	  and	  attempted	  to	  discover	  the	  intended	  brand	  semiotics	  of	  designs,	  that	  all	  
mark	  a	  significant	  role	  in	  the	  whole	  brand	  design	  process.	  
	  
Different	  sets	  of	  questions	  were	  drawn	  up	  for	  the	  four	  main	  areas	  of	  the	  theoretical	  
propositions.	  The	  questions	  about	  material	  objects	  focused	  on	  the	  designers’	  decisions	  
regarding	  the	  adoption	  of	  material	  objects	  and	  the	  denotation	  of	  the	  designs	  in	  brand	  
communications.	  In	  the	  area	  of	  signs,	  questions	  explored	  the	  methods	  used	  by	  designers	  
to	  research	  and	  source	  relevant	  information,	  the	  design	  and	  its	  denotation	  (if	  any),	  as	  
well	  as	  the	  overall	  brand	  image	  design.	  The	  questions	  used	  to	  address	  the	  country	  of	  
origin	  focused	  on	  understanding	  the	  way	  designers	  found	  inspiration	  for	  the	  design	  
process	  and	  their	  related	  cultural	  knowledge,	  and	  how	  designers	  established	  the	  
authenticity	  of	  the	  resources.	  More	  importantly,	  the	  designers’	  views	  on	  the	  
terminology	  of	  country	  of	  origin	  (COO)	  in	  branding	  practice	  in	  the	  twentieth-­‐first	  century	  
were	  investigated	  in	  the	  interviews.	  For	  the	  study	  of	  brand	  and	  visual	  design	  semiotics,	  
the	  intention	  of	  brand	  designers	  was	  needed	  in	  order	  to	  identify	  the	  purpose	  of	  using	  
certain	  Chinese	  tropes	  in	  the	  designs	  to	  construct	  brand	  semiotics.	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In	  terms	  of	  conducting	  the	  interviews,	  this	  study	  aimed	  to	  set	  up	  face-­‐to-­‐face	  direct	  
dialogues	  with	  the	  interview	  participants,	  depending	  on	  their	  availability.	  One	  concern	  
was	  the	  difference	  in	  geographical	  location.	  A	  travel	  plan	  was	  necessary	  if	  the	  face-­‐to-­‐
face	  interviews	  were	  to	  take	  place	  in	  different	  locations	  and,	  in	  addition,	  transportation	  
and	  accommodation	  funds	  needed	  to	  be	  secured.	  The	  second	  concern	  was	  language,	  
and	  whether	  a	  translator	  or	  interpreter	  would	  be	  involved	  in	  the	  process	  and	  the	  
relevant	  cost.	  Therefore,	  a	  list	  of	  different	  interview	  formats,	  including	  face-­‐to-­‐face,	  
email,	  telephone,	  video	  and	  real-­‐time	  messaging	  was	  offered	  to	  the	  interview	  
participants.	  Finally,	  the	  interviews	  were	  undertaken	  in	  the	  format	  of	  real-­‐time	  
messages	  (Skype)	  for	  the	  Shanghai	  ZucZug	  case	  study,	  and	  a	  face-­‐to-­‐face	  format	  for	  the	  
rest,	  Vmajor	  in	  Shenzhen,	  and	  Shanghai	  Tang	  and	  Tang	  Tang	  Tang	  Tang	  in	  Hong	  Kong	  
SAR.	  Audio	  recording	  was	  used	  for	  archiving,	  transcript	  processing	  and	  further	  
investigation.	  
	  
All	  participants	  were	  invited	  for	  the	  interviews	  as	  planned,	  and	  confirmed	  the	  format	  of	  
their	  choice	  based	  on	  their	  availability	  and	  physical	  location.	  The	  one	  from	  Shanghai	  
preferred	  to	  have	  the	  interview	  conducted	  by	  instant	  messaging	  (via	  Skype),	  while	  the	  
remaining	  three	  (one	  from	  Shenzhen	  and	  two	  from	  Hong	  Kong	  SAR)	  chose	  the	  face-­‐to-­‐
face	  discussion	  format.	  All	  the	  interview	  participants	  were	  informed	  of	  the	  background	  
of	  this	  research	  through	  a	  written	  information	  sheet	  in	  advance,	  and	  signed	  the	  
participant	  consent	  form,	  which	  served	  as	  an	  agreement	  for	  both	  interviewee	  and	  
researcher.	  The	  consent	  form	  not	  only	  indicated	  participants’	  understanding	  of	  their	  
role	  in	  the	  research,	  but	  also	  allowed	  them	  to	  reserve	  the	  right	  to	  withdraw	  from	  the	  
interview	  at	  any	  time.	  The	  details	  of	  the	  interview	  participants	  are	  listed	  in	  the	  following	  
table	  (see	  Figure	  53).	  Figure	  54	  indicates	  the	  years	  of	  brand	  establishment	  and	  the	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Of	  the	  four	  candidate	  brands,	  the	  Hong	  Kong	  SAR	  brand,	  Shanghai	  Tang,	  is	  a	  
comparatively	  well-­‐rounded	  lifestyle	  fashion	  brand.	  As	  a	  global	  luxury	  brand,	  it	  has	  
seasonal	  fashion	  collections	  of	  womenswear	  and	  menswear.	  The	  brand	  has	  also	  
developed	  fashion	  accessories	  and	  home	  accessories	  sectors,	  some	  of	  the	  designs	  for	  
which	  correspond	  with	  the	  themes	  in	  the	  fashion	  collections.	  Furthermore,	  a	  qipao	  
tailoring	  service	  is	  offered.	  The	  brand	  presence	  of	  Shanghai	  Tang	  is	  widely	  covered	  by	  
both	  online	  and	  offline	  platforms,	  with	  its	  own	  social	  media	  channel	  and	  events	  
promotion,	  as	  well	  as	  a	  series	  of	  advertisements	  on	  seasonal	  collections	  to	  which	  artists	  
and	  models	  are	  invited	  on	  an	  ad	  hoc	  basis	  as	  ambassadors.	  Shanghai	  Tang	  projects	  a	  
vivid	  and	  contemporary	  but	  sometimes	  stereotypically	  Chinese	  brand	  image.	  
	  
The	  Shanghai-­‐based	  domestic	  Chinese	  lifestyle	  fashion	  brand,	  ZucZug,	  has	  over	  70	  stores	  
in	  China.	  The	  brand	  produces	  seasonal	  collections	  mainly	  in	  womenswear	  with	  some	  
unisex	  clothing	  items	  such	  as	  jeans	  and	  t-­‐shirts.	  Other	  brand	  products	  include	  fashion	  
accessories	  such	  as	  shoes	  and	  bags.	  The	  brand	  also	  produces	  stationery	  designs	  on	  
occasion	  supported	  by	  in-­‐house	  visual	  merchandising	  and	  event	  promotion	  in	  shopping	  
malls.	  With	  its	  down-­‐to	  earth	  brand	  image,	  ZucZug	  aims	  for	  its	  designs	  to	  be	  wearable	  
by	  different	  age	  groups.	  The	  brand	  encourages	  public	  engagement	  in	  modelling	  and	  
participation	  in	  brand	  promotion.	  Designer	  brand	  Vmajor	  is	  based	  in	  Shenzhen.	  The	  two	  
co-­‐founders	  graduated	  in	  Fashion	  and	  Graphics	  Studies	  in	  London.	  This	  young	  domestic	  
designer	  brand	  focuses	  on	  womenswear	  design	  and	  has	  actively	  joined	  international	  and	  
local	  fashion	  shows	  and	  competed	  in	  international	  competitions	  in	  order	  to	  raise	  the	  
design	  profile	  of	  the	  company.	  The	  brand	  sells	  through	  buyers	  and	  has	  published	  
catalogues	  and	  ‘look	  book’	  of	  seasonal	  collections	  with	  inspiring	  fashion	  photography,	  
building	  a	  Western,	  modern	  feminine	  image.	  Another	  Hong	  Kong	  lifestyle	  fashion	  brand,	  
Tang	  Tang	  Tang	  Tang,	  is	  a	  home	  accessories	  store,	  focusing	  on	  gift	  products	  that	  are	  
innovative	  and	  stylish.	  The	  brand	  is	  divided	  into	  four	  home	  sections,	  living	  room,	  
bedroom,	  kitchen	  and	  bathroom,	  covering	  the	  design	  of	  daily	  life	  objects	  with	  quirky	  
ideas.	  Fashion	  items	  such	  as	  pyjamas	  and	  baby	  clothes	  are	  also	  regarded	  as	  gifts.	  This	  
new	  brand	  prefers	  to	  give	  interviews	  as	  media	  promotion	  in	  selected	  magazines.	  In	  this	  
research,	  a	  set	  of	  interview	  questions	  was	  designed	  based	  on	  the	  above	  situation.	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The	  semi-­‐structured	  interviews	  contained	  a	  set	  of	  general	  questions	  to	  address	  the	  four	  
theoretical	  propositions.	  The	  questions	  were	  open-­‐ended	  to	  encourage	  the	  generation	  
of	  valuable	  responses	  from	  the	  brand	  designers	  and	  the	  brand	  representatives.	  The	  
interview	  aimed	  to	  collect	  narrative	  content	  through	  open	  conversation	  carried	  out	  in	  a	  
smooth	  and	  engaging	  manner	  and	  lasting	  over	  one	  hour	  on	  average.	  The	  raw	  data	  
consisting	  of	  the	  questions	  and	  answers	  were	  securely	  recorded	  in	  both	  written	  and	  
audio	  formats	  (via	  the	  mobile	  application	  Recorder	  Plus)	  for	  transcription	  at	  a	  later	  
stage.	  In	  the	  instant	  messaging	  interview,	  which	  was	  conducted	  with	  the	  Shanghai-­‐
based	  brand	  designer,	  the	  type-­‐written	  data	  (in	  simplified	  Chinese	  characters)	  from	  the	  
interview	  conversations	  was	  translated	  into	  written	  academic	  English.	  The	  other	  data	  
recorded	  in	  audio	  format	  using	  a	  mobile	  application	  for	  the	  three	  face-­‐to-­‐face	  interviews	  
required	  a	  comparatively	  complicated	  procedure.	  Precisely,	  those	  interviews	  were	  
conducted	  in	  Cantonese,	  thus	  the	  audio	  recordings	  were	  translated	  into	  written	  English	  
as	  interview	  transcripts	  that	  involved	  denaturalism,	  in	  which	  grammatical	  mistakes	  were	  
corrected,	  and	  interview	  noise	  and	  non-­‐standard	  accents	  were	  adjusted	  (Oliver,	  
Serovich	  and	  Mason,	  2005).	  Nevertheless,	  the	  focus	  was	  on	  the	  content	  of	  the	  
interviews	  rather	  than	  the	  expressions	  used	  by	  the	  interview	  participants.	  Although	  
verbatim	  depiction	  was	  utilised,	  as	  Oliver,	  Serovich	  and	  Mason	  (2005)	  state,	  ‘accuracy	  
concerns	  the	  substance	  of	  the	  interview,	  that	  is,	  the	  meanings	  and	  perceptions	  created	  
and	  shared	  during	  a	  conversation’.	  Further	  questions	  were	  added	  extemporaneously	  on	  
a	  case-­‐by-­‐case	  basis	  during	  the	  direct	  discussions,	  and	  the	  transcriptions	  of	  all	  interviews	  
are	  given	  in	  Appendix	  3.	  
	  
Coding	  the	  interview	  responses	  for	  the	  individual	  case	  matrices	  was	  the	  next	  step	  in	  the	  
process	  after	  converting	  the	  audio	  and	  written	  notes	  to	  interview	  transcriptions.	  Setting	  
individual	  case	  matrices	  aimed	  to	  build	  systematic	  framework	  matrices	  for	  examining	  
and	  coding	  the	  relevant	  responses	  extracted	  from	  the	  participants’	  answers.	  This	  
procedure	  helped	  to	  avoid	  having	  to	  read	  whole	  transcripts	  again	  whenever	  it	  was	  
necessary	  to	  revisit	  the	  data	  (Gorden,	  1992).	  To	  define	  the	  coding	  categories,	  a	  set	  of	  
intended	  data	  collection	  topics	  was	  pre-­‐set	  to	  shed	  respective	  light	  on	  the	  theoretical	  
propositions	  of	  the	  four	  thematic	  headings	  of	  Material	  Objects,	  Signs,	  COO,	  and	  Brand	  
and	  Visual	  Semiotics.	  A	  further	  step	  was	  to	  underline	  the	  relevance	  from	  the	  discourse	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of	  the	  textual	  data.	  Then	  the	  relevant	  fragments	  were	  copied	  from	  the	  original	  context	  
and	  relocated	  to	  the	  specific	  set	  of	  thematic	  categories	  of	  the	  individual	  case	  matrices	  
without	  any	  limitation	  on	  the	  amount	  of	  information.	  Locating	  relevant	  data	  in	  the	  same	  
set	  of	  thematic	  categories	  allowed	  a	  comparison	  of	  the	  content	  of	  one	  case	  with	  that	  of	  
another	  (Gorden,	  1992).	  In	  spite	  of	  setting	  up	  individual	  case	  matrices,	  the	  discourse	  
data	  from	  the	  interviews	  could	  not	  reinforce	  the	  arguments	  without	  the	  support	  of	  
visual	  evidence	  from	  individual	  cases	  in	  this	  study.	  
	  
The	  methods	  outlined	  in	  Figure	  45	  helped	  to	  collect	  sufficient	  data	  in	  the	  areas	  of:	  
1)	  Material	  Objects;	  2)	  Signs;	  3)	  Country	  of	  Origin	  (COO);	  and	  4)	  Brand	  and	  Visual	  
Semiotics.	  The	  visual	  data	  was	  collected	  for	  analysis	  in	  support	  of	  the	  findings	  from	  the	  
interviews.	  The	  data	  collection	  strategy	  was	  set	  to	  search	  the	  archival	  records	  of	  the	  
multiple	  case	  studies,	  as	  well	  as	  to	  gather	  data	  from	  a	  wide	  range	  of	  literature	  such	  as	  
academic	  journals	  and	  printed	  materials,	  in	  addition	  to	  visual	  evidence	  directly	  related	  
to	  the	  information	  provided	  by	  the	  interview	  participants.	  The	  visual	  evidence	  was	  not	  
limited	  to	  material	  objects	  and	  signs,	  although	  they	  are	  the	  core	  elements	  for	  the	  study	  
of	  brand	  and	  visual	  semiotics	  in	  this	  research.	  Other	  levels	  of	  brand	  communication,	  
including	  visual,	  spatial	  and	  textual	  materials	  were	  included,	  and	  brand	  applications	  such	  
as	  identity	  and	  advertisements	  related	  to	  the	  investigation	  were	  also	  considered	  as	  
visual	  evidence.	  This	  study	  focuses	  on	  the	  investigation	  of	  emerging	  luxury	  Chinese	  
lifestyle	  fashion	  brands;	  however,	  each	  selected	  brand	  has	  its	  own	  focus	  and	  business	  
direction	  within	  the	  lifestyle	  fashion	  sector,	  thus	  there	  was	  some	  variety	  in	  the	  visual	  
evidence.	  
	  
This	  study	  involves	  the	  multi-­‐qualitative	  method,	  which	  played	  a	  key	  role	  in	  qualitative	  
data	  collection.	  The	  data	  collected	  from	  the	  visual	  taxonomies	  addresses	  the	  Chinese	  
trope	  phenomenon	  in	  numerous	  LCBs,	  while	  others	  gathered	  from	  the	  interviews	  
through	  multiple	  case	  studies	  show	  how	  this	  trend	  occurred	  and	  how	  brand	  designers’	  
came	  up	  with	  their	  ideas	  in	  detail.	  The	  visual	  taxonomies	  of	  the	  material	  objects	  and	  
signs	  provide	  evidence	  of	  the	  strong	  visual	  impact	  of	  emerging	  LCB	  development	  in	  the	  
period	  1994-­‐2014.	  These	  diversified	  taxonomies	  allow	  a	  brand	  to	  be	  considered	  along	  
different	  dimensions.	  Textual	  sources	  also	  contain	  powerful	  data	  in	  the	  form	  of	  slogans,	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taglines	  in	  labels,	  tags,	  advertisements	  and	  promotion.	  However,	  the	  data	  for	  visual	  
taxonomies	  is	  not	  particularly	  comprehensive,	  due	  to	  the	  limited	  archival	  records.	  In	  
comparison,	  the	  multiple	  case	  studies	  cover	  different	  kinds	  of	  luxury	  Chinese	  lifestyle	  
fashion	  brands,	  potentially	  offering	  sufficient	  data	  from	  the	  brand	  designers	  and	  brand	  
representatives.	  The	  semi-­‐structured	  interviews	  contain	  a	  wide	  range	  of	  questions,	  
collecting	  in-­‐depth	  data	  on	  the	  ideations	  of	  brand	  designs,	  as	  well	  as	  illuminating	  the	  
participants’	  views	  of	  COO	  in	  branding	  practices	  from	  a	  Chinese	  perspective.	  The	  overall	  
strategy	  of	  this	  research	  methodology	  was	  fruitful	  and	  should	  definitely	  lead	  to	  critical	  
analysis	  for	  further	  investigation.	  The	  next	  chapter	  will	  discuss	  the	  data	  processing,	  and	  
the	  analytical	  strategies	  for	  visual	  discourse	  analysis	  that	  led	  to	  the	  findings	  and	  
conclusions.
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Chapter	  4:	  Visual	  Discourse	  Analysis	  
	  
This	  chapter	  applied	  visual	  discourse	  analysis	  to	  investigate	  the	  qualitative	  data	  
collected	  from	  the	  multimethod	  of	  visual	  taxonomies	  and	  multiple	  case	  studies.	  The	  
analysis	  aimed	  to	  examine	  and	  decode	  the	  material	  objects	  and	  signs	  in	  such	  a	  way	  that	  
would	  lead	  to	  findings	  that	  could	  be	  tested	  against	  the	  theoretical	  propositions.	  The	  
data	  collected	  from	  the	  visual	  taxonomies	  was	  mainly	  adapted	  to	  provide	  insights	  into	  
the	  overwhelming	  predominance	  of	  Chinese	  tropes	  in	  emerging	  luxury	  Chinese	  lifestyle	  
fashion	  brands.	  Significant	  information	  drawn	  from	  the	  various	  taxonomies	  was	  edited	  
and	  summarised	  in	  order	  to	  provide	  the	  basis	  for	  the	  semi-­‐structured	  interviews.	  
‘Qualitative	  data	  analysis	  is	  a	  combination	  of	  both	  coding	  down	  (deduction)	  and	  coding	  
up	  (induction)’	  (Berg,	  2001,	  cited	  in	  Lyons	  and	  Doueck,	  2010,	  p.	  148).	  The	  next	  step	  of	  
translating	  the	  raw	  data	  (audio	  and	  text)	  collected	  from	  the	  brand	  designers	  and	  brand	  
representatives	  through	  the	  interviews	  was	  important	  in	  order	  to	  examine	  the	  context.	  
By	  considering	  the	  interviewees’	  expressions,	  it	  was	  possible	  to	  form	  a	  specific	  opinion	  
about	  the	  evaluated	  text.	  More	  detail	  on	  the	  transcription	  process	  is	  given	  later	  in	  this	  
chapter.	  Visual	  evidence	  was	  also	  significant	  in	  supporting	  the	  study	  with	  a	  holistic	  
approach	  to	  the	  multiple	  case	  studies,	  through	  which	  it	  was	  able	  to	  address	  the	  four	  
theoretical	  propositions	  in	  the	  areas	  of	  material	  objects,	  signs,	  country	  of	  origin	  (COO),	  
and	  brand	  and	  visual	  semiotics.	  The	  visual	  discourse	  analysis	  informs	  the	  argument	  by	  
testing	  the	  model	  proposed	  in	  the	  conceptual	  framework,	  correlating	  the	  findings	  with	  
visual	  evidence	  in	  order	  to	  address	  the	  research	  question	  accordingly.	  
	  
The	  visual	  evidence	  from	  the	  selected	  luxury	  Chinese	  lifestyle	  fashion	  brands	  shows	  that	  
Chinese	  tropes	  have	  been	  deployed	  in	  a	  variety	  of	  signs	  manifested	  in	  symbols,	  colours,	  
materials,	  and	  more,	  and	  these	  Chinese	  tropes	  have	  been	  adopted	  in	  hundreds	  of	  
thousands	  of	  material	  objects,	  reflecting	  the	  diversified	  and	  versatile	  brand	  
development	  in	  the	  Chinese	  regional	  market	  during	  the	  period	  1994-­‐2014.	  The	  method	  
of	  multiple	  case	  studies	  allows	  an	  examination	  of	  the	  similarities	  and	  differences	  
between	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  selected.	  In	  this	  study,	  
visual	  discourse	  analysis	  was	  based	  on	  the	  discourse	  data	  extracted	  from	  the	  literature	  
review	  and	  semi-­‐structured	  interviews,	  which	  was	  then	  combined	  with	  the	  visual	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evidence	  from	  the	  multiple	  case	  studies	  for	  systematic	  investigation.	  The	  analysis	  aims	  
to	  inform	  the	  arguments	  critically	  on	  a	  case-­‐by-­‐case	  basis	  along	  the	  timeline	  1994-­‐2014	  
under	  four	  individual	  thematic	  headings	  (see	  Figure	  55)	  in	  order	  to	  address	  the	  
theoretical	  propositions,	  which	  are	  tested	  with	  the	  supporting	  literature.	  
	  
The	  critical	  analysis	  tracked	  changes,	  trends,	  and	  the	  impact	  of	  independent	  variables	  
over	  time	  in	  order	  to	  understand	  the	  evolving	  use	  of	  Chinese	  tropes.	  In	  addition	  to	  
informing	  the	  argument	  on	  a	  timeline	  basis,	  analytical	  sections	  have	  been	  formed	  into	  
five-­‐year,	  10-­‐year,	  and	  even	  20-­‐year	  spans	  for	  analysis	  to	  summarize	  the	  insights	  of	  the	  
respective	  time	  periods.	  The	  method	  of	  analysis	  covers	  a	  comparison	  of	  the	  emerging	  
LCBs	  from	  two	  geographical	  locations:	  two	  from	  mainland	  China	  and	  two	  from	  Hong	  
Kong	  SAR.	  For	  each	  of	  the	  two	  locations,	  one	  brand	  was	  established	  in	  the	  earlier	  part	  
and	  the	  other	  at	  a	  later	  period	  of	  the	  timeline,	  providing	  a	  full	  picture	  of	  LCB	  
development	  for	  the	  research	  investigation.	  	  
	  
Thematic	  headings	   	  Theoretical	  propositions	  
Material	  Objects	   	  1.	  Western	  cultural	  expression	  is	  embedded	  in	  the	  
material	  culture	  of	  modern	  China	  
Signs	   	  2.	  Chinese	  identity	  has	  been	  redefined	  in	  luxury	  Chinese	  
brand	  development	  
Country	  of	  Origin	  (COO)	   	  
	  
3.	  Country	  of	  origin	  (COO)	  plays	  a	  major	  role	  in	  defining	  
‘Designed	  in	  China’	  in	  luxury	  branding	  practices	  




4.	  The	  use	  of	  Chinese	  tropes	  constitutes	  cross-­‐cultural	  
barriers	  to	  communication	  in	  a	  global	  context	  
	  
Fig.55:	  Four	  individual	  thematic	  headings	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Analysis	  of	  the	  material	  objects	  
One	  of	  the	  visual	  taxonomies	  focuses	  on	  the	  material	  merchandising	  objects	  (see	  Figures	  
56-­‐139	  and	  Appendix	  2	  for	  full-­‐scale	  version)	  by	  selected	  emerging	  luxury	  Chinese	  
lifestyle	  fashion	  brands	  according	  to	  the	  search	  criteria	  listed	  in	  Chapter	  3.	  The	  divisions	  
of	  the	  merchandise	  sectors	  include	  womenswear,	  menswear,	  fashion	  accessories,	  and	  
home	  accessories.	  With	  the	  aid	  of	  information	  graphics,	  orange	  and	  green	  coloured	  dots	  
are	  applied	  to	  indicate	  a	  start-­‐up	  location	  on	  mainland	  China	  (including	  Beijing,	  
Shanghai,	  Guangzhou	  and	  Shenzhen)	  and	  the	  Hong	  Kong	  SAR,	  respectively,	  providing	  
information	  of	  specific	  geographic	  locations	  without	  highlighting	  any	  brands	  in	  
particular.	  The	  visual	  taxonomy	  that	  displays	  the	  material	  objects	  from	  various	  brands	  




Fig.56	  –	  Fig.139:	  Visual	  taxonomy	  –	  Material	  Objects	  (Womenswear,	  Menswear,	  Fashion	  
accessories,	  and	  Home	  accessories)	  (see	  Appendix	  2	  for	  full-­‐scale	  version)	  
	  
	  
1994	  -­‐	  1999	  
	  
Hong	  Kong	  SAR:	  A	  nostalgic	  ideology	  in	  modern	  China	  
Viewing	  the	  material	  objects	  from	  a	  timeline	  perspective,	  some	  typical	  ‘China	  style’	  
clothing	  were	  found	  in	  the	  early	  1990s,	  such	  as	  cheongsams	  (long	  dress	  for	  men	  and	  
women)	  or	  the	  commonly	  named	  qipao	  (womenswear),	  as	  well	  as	  the	  Zhong-­‐shan	  suit	  
(menswear),	  which	  became	  famous	  from	  the	  dress	  code	  of	  the	  early	  revolutionary	  Sun	  
Yat-­‐sen	  (孙逸仙)	  and	  Mao	  Zedong	  (⽑毛泽东),	  and	  was	  purposed	  as	  China’s	  national	  dress	  
(Gao,	  2016).	  Together	  with	  a	  Han-­‐style	  short	  jacket	  (in	  both	  womenswear	  and	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menswear),	  these	  three	  styles	  were	  so	  popular	  that	  they	  became	  the	  signature	  for	  
centuries	  of	  Chinese	  clothing.	  Brand	  scholar	  Hazel	  Clark	  (2009b)	  states	  that	  this	  was	  a	  
period	  of	  nostalgia	  ‘China	  style’	  (2009b)	  that	  emanated	  from	  several	  Hong	  Kong	  SAR	  
brands,	  which	  were	  led	  into	  the	  luxury	  Chinese	  branding	  market	  in	  the	  early	  1990s.	  
Among	  these	  brands,	  one	  or	  two	  also	  produced	  merchandise	  in	  the	  fashion	  accessories	  
and	  home	  accessories	  sectors,	  covering	  a	  full	  product	  range	  of	  a	  lifestyle	  brand.	  
	  
LCBs	  rapidly	  increased	  in	  number	  in	  the	  early	  1990s.	  In	  the	  Hong	  Kong	  SAR	  region,	  
brands	  that	  emerged	  then,	  such	  as	  Shanghai	  Tang,	  Blanc	  de	  Chine,	  and	  Vivienne	  Tam	  (a	  
designer	  brand),	  are	  all	  still	  actively	  trading	  in	  the	  luxury	  market	  as	  of	  2014.	  Marks	  from	  
Western	  culture	  were	  first	  used	  among	  these	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  
brands	  with	  a	  sense	  of	  nostalgia.	  Shanghai	  Tang	  is	  regarded	  as	  an	  outstanding	  ‘Chinese	  
brand’	  which	  produced	  merchandise	  in	  the	  categories	  of	  womenswear,	  menswear	  and	  
home	  accessories	  with	  a	  small	  number	  of	  basic	  items	  in	  the	  fashion	  accessories	  category	  
when	  it	  was	  established	  in	  1994.	  The	  brand	  claimed	  to	  be	  ‘China’s	  first	  luxury	  lifestyle	  
brand’	  in	  the	  global	  market,	  and	  was	  famous	  for	  producing	  fashion	  that	  aimed	  to	  
present	  the	  Chinese	  culture	  to	  the	  world.	  Some	  distinctive	  material	  objects	  were	  found	  
in	  different	  retail	  sectors,	  including	  the	  three	  signature	  items	  as	  mentioned	  above,	  also	  
double-­‐sided	  silk	  scarves	  (in	  fashion	  accessories),	  and	  the	  lantern	  lamp	  (in	  home	  
accessories).	  The	  brand’s	  most	  distinctive	  service	  was	  its	  tailor-­‐made	  qipao	  service	  that	  
was	  traditionally	  served	  by	  Shanghai’s	  skilful	  tailor	  masters.	  These	  Chinese	  signature	  
material	  objects,	  which	  transported	  the	  mood	  of	  old	  1920s	  Shanghai	  into	  the	  1990s,	  
became	  very	  popular	  in	  the	  luxury	  market	  and	  a	  trend	  at	  the	  time.	  However,	  celebrities	  
and	  the	  upper	  middle	  class	  consumed	  these	  items	  as	  occasional	  dresses	  or	  as	  a	  thematic	  
code	  for	  party	  wear.	  These	  material	  objects	  were	  regarded	  as	  trendy	  and	  fashionable	  
items,	  but	  were	  rarely	  worn	  as	  daily	  wear	  in	  the	  China	  region.	  	  
	  
However,	  some	  of	  Shanghai	  Tang’s	  material	  objects	  were	  designed	  to	  accord	  with	  a	  
more	  Western	  lifestyle.	  Items	  such	  as	  mugs,	  some	  genuine	  European	  antiques,	  which	  
were	  imported	  to	  be	  included	  in	  the	  home	  accessories	  merchandise,	  and	  also	  fashion	  
accessories	  like	  tote	  bags	  all	  projected	  a	  touch	  of	  a	  West	  that	  gradually	  merged	  into	  
Chinese	  daily	  practices.	  Among	  this	  merchandise,	  some	  replicas	  of	  the	  luxury	  Chinese	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lifestyle	  brand	  were	  also	  found.	  The	  majority	  of	  the	  surfaces	  of	  these	  material	  objects	  
were	  decorated	  with	  signs	  of	  undeniable	  Chinese	  character	  in	  order	  to	  reinforce	  a	  
‘Chinese	  brand’	  image	  that	  aligned	  with	  those	  stereotypes	  found	  in	  the	  fashion	  sector.	  
Despite	  the	  use	  of	  Western	  material	  objects	  as	  brand	  merchandise,	  it	  is	  arguable	  that	  
the	  artificially	  nostalgic	  style	  was	  a	  strategy	  for	  positioning	  the	  ‘Chinese	  brand’	  through	  
an	  ideology	  of	  Orientialism—a	  lost	  exotic	  China	  reimagined	  in	  the	  twentieth	  century.	  
The	  suspicion	  was	  that	  ‘China	  style’	  was	  just	  employed	  as	  a	  gimmick	  to	  generate	  a	  
common	  Chinese	  image	  and	  to	  produce	  a	  ‘Chinese	  brand’,	  to	  employ	  the	  semiotic	  
function	  of	  clothes	  signifying	  social	  relations	  and	  beliefs	  (Koppen,	  2009).	  Whereas	  the	  
Western	  style	  objects	  found	  in	  the	  home	  accessories	  sector	  reflected	  the	  lifestyle	  in	  
daily	  practice.	  
	  	  
Mainland	  China:	  Emerging	  brands	  in	  two	  brand	  structures	  
Western	  culture	  also	  influenced	  the	  emerging	  luxury	  fashion	  brands	  in	  mainland	  China	  
in	  the	  1990s.	  In	  view	  of	  the	  domestic	  Chinese	  branding	  practice,	  material	  objects	  were	  
closely	  linked	  to	  brand	  structure.	  In	  the	  early	  1990s,	  Chinese	  branding	  practice	  could	  be	  
categorised	  into	  two	  different	  brand	  structures.	  One	  was	  transforming	  the	  Original	  
Equipment	  Manufacturers	  (OEMs)	  into	  the	  Original	  Brand	  Manufacturers	  (OBMs)	  as	  
haute	  couture	  brands,	  in	  which	  custom-­‐made	  high-­‐fashion	  items	  were	  produced	  for	  
occasional	  dress.	  The	  specificity	  of	  these	  LCBs	  is	  that	  they	  employed	  stereotypical	  
Chinese	  tropes	  as	  brand	  themes	  and	  brand	  images.	  Material	  objects	  normally	  carried	  
overwhelmingly	  Chinese	  tropes	  on	  their	  surface	  decoration	  and	  had	  distinctively	  
Chinese	  ways	  of	  pattern	  cutting.	  Outstanding	  OEM-­‐turned-­‐haute	  couture	  brand	  NE	  Tiger	  
(东北虎)	  (Womenswear)	  was	  able	  to	  establish	  itself	  successfully	  on	  the	  international	  
fashion	  stage,	  whilst	  another	  renowned	  haute	  couture	  brand,	  Rose	  Studio	  (玫瑰坊) 
(Womenswear),	  was	  set	  up	  by	  domestic	  trained	  fashion	  designer	  Guo	  Pei (郭培). Both	  
brands	  fall	  into	  the	  category	  of	  artificially	  nostalgic	  ‘China	  style’.	  Apart	  from	  the	  OBMs,	  
other	  emerging	  domestic	  fashion	  designers	  established	  another	  brand	  structure	  in	  the	  
China	  market.	  These	  brands	  positioned	  themselves	  to	  sell	  Western	  style	  clothing,	  and	  
named	  their	  companies	  after	  their	  European	  counterparts,	  for	  example	  EVE	  de	  UOMO	  
(依⽂文) (Menswear),	  which	  introduced	  the	  Western	  dress	  code,	  including	  shirts	  (with	  
collars)	  and	  suits	  into	  the	  domestic	  China	  market.	  One	  outstanding	  example	  was	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Exception	  de	  Mixmind	  (例外) (Womenswear	  and	  menswear),	  which	  applied	  a	  plain	  style	  
of	  material	  object	  designs	  with	  no	  trace	  of	  any	  typical	  Chinese	  elements,	  and	  the	  brand	  
continued	  its	  business	  expansion	  by	  developing	  various	  sub-­‐brands	  for	  different	  luxury	  
sectors.	  Through	  all	  these	  designer-­‐entrepreneur	  brands,	  the	  Western	  style	  became	  part	  




2000	  –	  2009	  
	  
Hong	  Kong	  SAR:	  Mass	  production	  of	  hybrid	  East	  and	  West	  style	  merchandise	  
Reviewing	  the	  visual	  taxonomy	  in	  the	  womenswear	  sector	  in	  the	  period	  2000-­‐2004,	  the	  
style	  of	  material	  object	  presented	  a	  transition	  from	  traditional	  clothing	  to	  a	  more	  open	  
style	  such	  as	  the	  short	  dress	  and	  the	  transparent	  collection,	  but	  Chinese	  tropes	  were	  still	  
incorporated	  in	  designs	  from	  the	  Hong	  Kong	  SAR	  LCBs.	  In	  contrast,	  mainland	  Chinese	  
brands	  were	  keen	  to	  inject	  original	  design	  thinking	  that	  ran	  counter	  to	  the	  stereotypical	  
‘Chinese’	  designs.	  In	  particular	  in	  the	  menswear	  sector,	  Western	  style	  was	  employed	  in	  
brands	  from	  both	  locations,	  while	  those	  from	  Hong	  Kong	  SAR	  adopted	  both	  Chinese	  and	  
Western	  features	  with	  a	  contemporary	  touch,	  which	  reflected	  British	  colonial	  attributes	  
before	  the	  island	  was	  returned	  to	  China	  in	  1997.	  Fashion	  accessories	  and	  home	  
accessories	  in	  that	  period	  projected	  an	  ordinary	  Chinese	  style	  in	  form	  and	  shape.	  Above	  
all,	  mahjong	  (a	  Chinese	  entertainment)	  was	  a	  popular	  item	  in	  entertainment	  for	  modern	  
Chinese	  in	  the	  early	  2000s.	  
	  
According	  to	  the	  interviewee	  (2014),	  Shanghai	  Tang	  has	  expanded	  its	  product	  range	  
since	  2000	  in	  the	  home	  accessories	  sector	  to	  include	  such	  items	  as	  photo	  albums,	  
cushions,	  and	  bedding	  that	  lined	  up	  the	  themes	  of	  seasonal	  fashion	  collections,	  while	  its	  
fashion	  accessories	  sector	  has	  introduced	  Western-­‐style	  merchandise	  in	  the	  form	  of	  
perfume.	  In	  other	  categories,	  womenswear	  has	  shifted	  from	  a	  tailoring	  service	  to	  the	  
mass	  production	  of	  ready-­‐to-­‐wear	  items	  to	  fulfil	  the	  high	  market	  demand	  for	  oriental	  
style	  merchandise;	  this	  clearly	  shows	  that	  LCBs	  have	  entered	  into	  a	  fast-­‐fashion	  period	  
driven	  by	  the	  development	  of	  mass	  luxury.	  Shanghai	  Tang,	  with	  its	  brand	  strategy	  of	  
expanding	  the	  home	  accessories	  sector,	  developed	  a	  full	  range	  of	  lifestyle-­‐focused	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material	  objects.	  As	  a	  result,	  the	  brand	  has	  become	  a	  holistic	  luxury	  Chinese	  lifestyle	  
fashion	  brand	  with	  support	  from	  international	  stakeholders.	  Miller’s	  consumption	  
theory	  (1987,	  p.	  215)	  supports	  the	  view	  that	  culture	  may	  be	  found	  in	  mass-­‐produced	  
goods.	  The	  increase	  in,	  and	  high	  demand	  for,	  mass	  consumption	  can	  be	  seen	  as	  
speeding	  up	  the	  development	  of	  material	  culture	  (Miller,	  1987;	  Wu,	  2008).	  	  
	  
The	  popular	  ready-­‐to-­‐wear	  knitwear	  and	  the	  expanded	  home	  accessories	  merchandise	  
sector,	  including	  items	  like	  tableware	  (a	  set	  of	  chopsticks,	  bowls,	  and	  spoons),	  represent	  
a	  hybrid	  of	  East-­‐West	  material	  culture	  of	  the	  period.	  Signature	  items	  such	  as	  a	  hand-­‐
painted	  teapot	  set	  (teapot	  with	  lid-­‐cups)	  (see	  Figure	  140	  -­‐	  141),	  a	  jade	  bowl	  (a	  popular	  
gift	  to	  celebrate	  new-­‐born	  babies	  in	  Chinese	  ceremonies),	  and	  mahjong	  (see	  Figure	  142)	  
were	  introduced,	  marking	  the	  essence	  of	  the	  Chinese	  cultural	  elements,	  which	  
reinforced	  the	  Chinese	  brand	  image	  through	  material	  objects.	  However,	  the	  Chinese	  
custom	  of	  drinking	  tea	  using	  a	  lid-­‐cup	  and	  the	  new-­‐born	  baby	  ceremony	  have	  faded	  in	  
the	  daily	  life	  of	  the	  twentieth	  to	  twenty-­‐first	  centuries.	  This	  practice	  showed	  a	  lack	  of	  
understanding	  to	  the	  market	  demand	  but	  simply	  employed	  cultural	  elements	  onto	  
designs.	  As	  a	  result,	  the	  hybrid	  East	  and	  West	  style	  was	  highly	  promoted	  through	  mass-­‐
produced	  merchandise.	  This	  damaged	  the	  credibility	  of	  the	  standards	  of	  high	  quality	  
that	  used	  to	  sustain	  luxury	  brands.	  And	  combined	  with	  their	  non-­‐practical	  ‘China	  style’	  
merchandise,	  this	  raises	  the	  question	  of	  whether	  Shanghai	  Tang	  has	  positioned	  itself	  as	  




Fig.140	  -­‐	  Fig.141:	  Shanghai	  Tang	  2008	  Home	  accessories	  –	  Chinese	  teapot	  and	  lid-­‐cup	  
(Tastespotting,	  2008)	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Fig.142:	  Shanghai	  Tang	  2013	  Home	  accessories	  –	  Mahjong	  (Pinterest.com,	  2013f)	  
	  
	  
Mainland	  China:	  A	  reflection	  of	  the	  urban	  lifestyle	  of	  China	  
Reviewing	  the	  domestic	  branding	  practice	  in	  the	  period	  of	  2000-­‐2009,	  more	  and	  more	  
domestic	  trained	  designers	  started	  up	  their	  branding	  businesses,	  mostly	  developing	  
womenswear	  with	  a	  small	  amount	  of	  fashion	  accessories,	  including	  such	  emerging	  
brands	  as	  La	  Vie	  (⽣生) and	  ZucZug	  (素然),	  both	  from	  Shanghai.	  La	  Vie	  (now	  named	  after	  
designer	  Ji	  Cheng	  (吉承)	  incorporated	  Chinese	  cultural	  sense	  in	  her	  brand	  designs	  
resulting	  in	  a	  contemporary	  China	  style.	  ZucZug	  projects	  originality	  in	  designs	  through	  its	  
material	  objects,	  with	  the	  brand	  designer	  Wang	  Yi-­‐yang	  (⺩王⼀一扬) claiming	  that	  the	  brand	  
aimed	  ‘to	  reflect	  the	  perspectives	  of	  the	  urban	  lifestyle	  of	  mainland	  China	  through	  
design’	  (Wang,	  2014).	  He	  set	  out	  the	  brand	  philosophy	  of	  ZucZug	  as	  follows:	  ‘To	  
combine	  design	  with	  living’	  (Wang,	  2014).	  The	  material	  objects	  of	  ZucZug	  reflect	  a	  
Western	  style	  of	  casual-­‐smart	  fashion.	  Items	  such	  as	  T-­‐shirts	  and	  jackets	  in	  womenswear	  
applied	  a	  down-­‐to-­‐earth	  brand	  attribute,	  which	  projected	  the	  Western	  lifestyle	  into	  
Chinese	  fashion,	  right	  from	  the	  early	  2000s	  when	  the	  brand	  began.	  As	  one	  of	  the	  
pioneers	  in	  the	  domestic	  Chinese	  luxury	  market,	  ZucZug	  eventually	  helped	  to	  generate	  
Western	  cultural	  expression	  in	  material	  culture	  through	  its	  merchandise.	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The	  hybrid	  East-­‐meets-­‐West	  style	  in	  the	  luxury	  Chinese	  lifestyle	  fashion	  brands	  
continued	  to	  boom	  in	  the	  Chinese	  luxury	  market	  from	  2005	  onwards	  (see	  Figure	  41).	  
Inspired	  by	  the	  success	  of	  Shanghai	  Tang,	  a	  new	  lifestyle	  fashion	  brand,	  Shang	  Xia	  (上下),	  
was	  established	  jointly	  by	  Chinese	  designer	  Jiang	  Qiong-­‐Er	  (蔣琼⽿耳) and	  the	  French	  
Hermés	  Group	  in	  the	  domestic	  China	  market	  in	  2008	  (Shang	  Xia,	  2017).	  In	  comparison	  to	  
the	  Hong	  Kong	  SAR-­‐based	  luxury	  Chinese	  branding	  practice	  with	  its	  designs	  consisting	  of	  
overwhelming	  Chinese	  tropes,	  Shang	  Xia,	  based	  in	  Shanghai,	  persuaded	  consumers	  to	  
buy	  into	  its	  presentation	  of	  an	  ‘exquisitely	  simple	  and	  sophisticated	  vision	  of	  modern	  
life’	  (Shang	  Xia,	  2017).	  The	  brand	  claims	  to	  merge	  Chinese	  culture	  in	  contemporary	  
design	  and	  produces	  luxury	  merchandise	  with	  distinctive	  craftsmanship	  (Shang	  Xia,	  
2017).	  For	  instance,	  wooden	  furniture,	  eggshell	  porcelain	  and	  bamboo	  weaving	  in	  home	  
accessories	  and	  cashmere	  felt	  in	  fashion	  collections	  (in	  both	  womenswear	  and	  
menswear),	  with	  a	  hybrid	  style	  of	  East	  and	  West	  that	  has	  revitalised	  Chinese	  heritage	  in	  
contemporary	  material	  culture.	  Instead	  of	  merely	  decorating	  the	  surface	  of	  material	  
objects	  with	  the	  ‘China	  style’,	  as	  its	  slogan	  ‘The	  Beauty	  of	  Heritage,	  Designed	  with	  A	  
Craftsman	  Spirit’	  (Shang	  Xia,	  2017)	  attests,	  the	  brand	  designs	  are	  focused	  on	  reinforcing	  
the	  idea	  that	  Chinese	  master	  handcraftsmanship	  and	  quality	  materials	  are	  modern	  
Chinese	  properties.	  This	  domestic	  LCB	  prefers	  to	  inject	  the	  Chinese	  cultural	  sense	  in	  an	  
intangible	  way	  and	  embed	  an	  essence	  into	  its	  brand	  through	  subtle	  and	  minimal	  
designs.	  As	  McCracken	  points	  out	  that	  material	  culture	  can	  act	  as	  a	  subtle	  
communicator	  (1990,	  p.	  61).	  	  
	  
The	  cultivation	  of	  the	  refreshing	  contemporary	  hybrid	  style	  by	  the	  LCBs	  provoked	  a	  
culture	  shock	  in	  the	  international	  market	  (Quick,	  2014;	  Chen,	  2016;	  Zhang,	  2018).	  Shang	  
Xia	  provided	  a	  role	  model	  for	  its	  luxury	  Chinese	  counterparts	  with	  regard	  to	  the	  
importance	  of	  brand	  essence	  in	  luxury	  branding	  practice.	  It	  is	  clear	  that	  Western	  
material	  culture	  has	  steadily	  taken	  root	  in	  both	  domestic	  China	  and	  the	  Hong	  Kong	  SAR	  
markets,	  even	  though	  evidence	  of	  Chinese	  cultural	  essence	  through	  material	  objects	  
was	  found	  (Culture	  Shock,	  2018;	  Zhang,	  2018).	  In	  addition,	  luxury	  designer	  brands	  
emerged	  which	  were	  run	  by	  some	  overseas-­‐educated	  Chinese-­‐origin	  designers,	  
producing	  a	  more	  Western	  style	  of	  Chinese	  brand	  design	  (Chen,	  2016).	  Menswear	  
market	  in	  particular	  showed	  rapid	  growth	  in	  China	  (Jeune,	  2017);	  both	  designer	  brands	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Xander	  Zhou (menswear)	  and	  Vega	  Zaishi	  Wang	  (womenswear)	  were	  both	  distinctive	  
examples.	  The	  observation	  here	  is	  that	  the	  emerging	  domestic	  LCBs	  have	  achieved	  
greater	  admiration	  among	  international	  counterparts	  and	  luxury	  stakeholders	  for	  their	  
original	  designs.	  Chen	  (2016)	  states	  that	  these	  emerging	  designers	  share	  the	  same	  
background	  as	  the	  ‘born	  post-­‐1980s	  and	  return[ed]	  from	  overseas	  education’	  luxury	  
consumers,	  who	  have	  experienced	  overseas	  luxury	  consumption	  and	  developed	  
‘sophisticated	  tastes’.	  While	  the	  LCBs	  from	  both	  locations	  have	  revealed	  the	  existence	  of	  
Western	  culture,	  those	  domestic	  brands	  were	  strategically	  positioned	  with	  an	  approach	  
to	  the	  global	  luxury	  market	  based	  on	  cultural	  authenticity	  (Chen,	  2016).	  Anthropologist	  
Charles	  Lindholm	  (2007)	  defines	  the	  term	  ‘authenticity’	  as	  something	  that	  ‘can	  also	  be	  
claimed	  by	  nations,	  ethnicities,	  religions,	  and	  races.	  All	  forms	  of	  authenticity	  are	  
validated	  by	  reference	  to	  shared	  origins	  or	  shared	  content’.	  Given	  that	  China	  has	  a	  
reputation	  as	  a	  ‘counterfeit’	  kingdom,	  it	  would	  be	  a	  big	  challenge	  for	  LCBs	  to	  persuade	  
global	  consumers	  of	  Chinese	  authenticity.	  	  
	  
	  
2010	  –	  2014	  
	  
Hong	  Kong	  SAR:	  Towards	  a	  Western	  lifestyle	  
Although	  the	  domestic	  LCBs	  were	  in	  pursuit	  of	  cultural	  authenticity	  with	  a	  mix	  of	  
Western	  and	  Chinese	  styles	  from	  2005	  and	  onwards,	  Shanghai	  Tang	  was	  pushing	  the	  
boundaries	  to	  introduce	  the	  ultimate	  Western	  lifestyle	  merchandise	  into	  the	  home	  
accessories	  sector	  in	  the	  early	  2010s	  (The	  interviewee,	  2014).	  A	  limited-­‐edition	  coffee	  
machine,	  cup,	  and	  plate	  set	  (co-­‐created	  with	  the	  renowned	  coffee	  brand	  Nespresso	  
from	  Switzerland)	  (Luxury	  Insider,	  2011)	  (see	  Figure	  143),	  Fixie	  Bike	  (Goh,	  2012)	  (see	  
Figure	  144),	  and	  another	  limited-­‐edition	  MOOR’s	  SUP	  Board	  (a	  stand-­‐up	  paddle	  board)	  
(Rty	  aze,	  2013a)	  (see	  Figure	  145)	  were	  all	  designed	  to	  target	  the	  upper-­‐middle-­‐class	  
Chinese	  market	  (The	  interviewee,	  2014),	  in	  which	  more	  and	  more	  affluent	  Chinese	  were	  
looking	  for	  distinctive	  Chinese	  brand	  merchandise	  to	  reflect	  their	  tastes	  (Chen,	  2016).	  
Although	  Chinese	  cultural	  themes	  were	  continuously	  found	  in	  brand	  merchandise,	  
Western	  lifestyle	  products	  were	  widely	  developed	  during	  this	  five-­‐year	  period	  and	  
spread	  to	  the	  Chinese	  market,	  while	  material	  objects	  like	  Fixie	  Bike	  (Goh,	  2012)	  and	  SUP	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Board	  (Rty	  aze,	  2013a)	  were	  also	  developed	  in	  the	  entertainment	  sector,	  which	  
stimulated	  personal	  enjoyment	  and	  individualism.	  The	  changes	  in	  luxury	  Chinese	  
consumer	  behaviour,	  from	  chasing	  fashion	  to	  an	  interest	  in	  lifestyle	  merchandise,	  has	  
presented	  a	  demand	  for	  the	  pursuit	  of	  social	  identity	  and	  prestige	  through	  luxury	  
consumption	  (Atsmon,	  et	  al.,	  2011).	  And	  the	  intention	  to	  associate	  themselves	  with	  a	  
higher	  ‘class’	  status	  in	  the	  social	  hierarchy	  (Bourdieu,	  1986).	  The	  latest	  Hong	  Kong	  SAR-­‐
based	  lifestyle	  brand,	  Tang	  Tang	  Tang	  Tang,	  established	  in	  2013,	  has	  a	  different	  brand	  
strategy	  to	  its	  Hong	  Kong	  SAR	  counterpart.	  The	  brand	  focused	  on	  producing	  home-­‐
based	  lifestyle	  merchandise,	  classifying	  its	  material	  objects	  into	  five	  sectors	  under	  the	  
theme	  ‘Home’—bedroom,	  bathroom,	  living	  room,	  dining	  room,	  and	  wardrobe—to	  
enhance	  lifestyle	  living.	  According	  to	  the	  brand	  representatives	  (Tang,	  2015),	  Tang	  Tang	  
Tang	  Tang	  claims	  its	  designers	  put	  creativity	  and	  product	  innovation	  first,	  creating	  
signature	  brand	  merchandise	  including	  a	  rice	  cooker	  cube	  (see	  Figure	  146),	  which	  
incorporated	  a	  change	  in	  shape	  from	  the	  typical	  curvy	  style	  of	  a	  rice	  cooker.	  Another	  
signature	  product	  was	  the	  sliding	  toaster	  that	  transforms	  the	  manner	  of	  operation	  from	  
the	  ordinary	  pop-­‐up	  style	  to	  an	  oven-­‐sliding	  style	  (see	  Figure	  147).	  
	  
	   	   	  
	  	  	  	  	   	  
	  
Fig.143:	  Shanghai	  Tang	  2012	  Home-­‐accessories	  –	  Nespresso	  coffee	  machine,	  cup	  and	  plate	  set	  
(Luxury	  Insider,	  2011)	  
Fig.144:	  Shanghai	  Tang	  2012	  Fixe	  Bike	  (Goh,	  2012) 
Fig.145:	  Shanghai	  Tang	  2013	  MOOR’s	  Stand	  up	  paddle	  (SUP)	  board	  (Rty	  aze,	  2013a) 
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Fig.146	  -­‐	  Fig.147:	  Tang	  Tang	  Tang	  Tang	  2013	  Rice	  cooker	  cube	  and	  sliding	  toaster	  
(Tang	  Tang	  Tang	  Tang,	  2013)	  
	  
	  
	  	  108	  
In	  spite	  of	  this	  limited	  innovation,	  it	  is	  arguable	  that	  there	  was	  still	  plenty	  of	  room	  for	  
creativity	  and	  innovation	  in	  design,	  technology	  and	  material	  usage.	  Instead,	  the	  changes	  
show	  a	  lack	  of	  brand	  originality,	  in	  that	  the	  material	  objects	  only	  transformed	  the	  
product	  shape	  and	  the	  operating	  mechanism.	  The	  brand	  designers	  tried	  to	  draw	  
consumers’	  attention	  away	  from	  the	  stereotyped	  LCB	  merchandise,	  which	  mostly	  
emphasises	  decorative	  ‘China	  style’.	  The	  truth	  of	  added	  value	  through	  such	  limited	  
‘innovative’	  ideas	  became	  doubtful	  even	  though	  the	  designs	  had	  successfully	  drawn	  the	  
market’s	  attention	  to	  its	  style	  of	  contemporary	  LCB.	  However,	  consumers	  were	  
dissatisfied	  with	  the	  lack	  of	  originality	  over	  the	  other	  prestige	  lifestyle	  brands,	  which	  
became	  more	  strongly	  established	  in	  the	  industrial	  sectors.	  Although	  this	  raises	  the	  
question	  of	  the	  extent	  to	  which	  LCBs	  can	  make	  any	  headway	  in	  pursuit	  of	  such	  
innovation,	  this	  Hong	  Kong	  SAR-­‐based	  luxury	  Chinese	  lifestyle	  fashion	  brand	  has	  built	  up	  
a	  Western	  lifestyle	  brand	  profile	  with	  certain	  material	  objects.	  
	  
Tang	  Tang	  Tang	  Tang	  originally	  left	  the	  general	  impression	  of	  being	  a	  clone	  of	  the	  brand	  
Shanghai	  Tang,	  which	  was	  also	  begun	  by	  the	  same	  founder,	  Sir	  David	  Tang;	  it	  has	  
positioned	  itself	  as	  a	  Chinese	  lifestyle	  brand	  that	  is	  full	  of	  imagination,	  fun	  and	  a	  sense	  of	  
humour.	  The	  brand	  aims	  to	  project	  a	  new	  perception	  of	  ‘Chinese	  designs’,	  intended	  to	  
provoke	  a	  national	  spirit	  of	  being	  ‘proud	  to	  be	  a	  Chinese’	  (Tang,	  2015)—the	  motivation	  
behind	  which	  involves	  the	  unsuccessful	  entry	  of	  Chinese	  companies	  into	  the	  
international	  luxury	  market	  and	  the	  poor	  reputation	  of	  Chinese-­‐made	  products.	  Tang	  
Tang	  Tang	  Tang	  thus	  took	  the	  opportunity	  opened	  up	  by	  the	  global	  economic	  shift	  to	  
potentially	  build	  up	  an	  internationally	  known	  Chinese	  brand	  through	  innovation.	  
However,	  it	  might	  be	  claimed	  that	  this	  mind-­‐set	  is	  nationalistic,	  and	  not	  simply	  using	  
Chinese	  tropes	  to	  gain	  a	  ‘feeling	  of	  class	  and	  affluence’	  (Lu,	  2008,	  p.	  156).	  The	  
‘innovative’	  merchandise	  was	  not	  able	  to	  impress	  the	  original	  target	  market	  of	  affluent	  
middle-­‐class	  Chinese;	  the	  brand	  eventually	  shifted	  its	  targeted	  group	  to	  the	  foreigners	  
and	  tourists	  who	  constitute	  the	  target	  group	  of	  its	  counterpart,	  Shanghai	  Tang.
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There	  is	  also	  confusion	  about	  the	  strategy	  of	  this	  latest	  LCB	  as	  the	  typical	  ‘China	  style’	  
was	  also	  found	  on	  gift	  merchandise.	  The	  objects	  covered	  the	  typical	  Chinese	  silk	  
pyjamas,	  which	  were	  decorated	  with	  the	  Chinese	  signs	  of	  the	  zodiac	  as	  a	  selling	  point.	  
Besides	  that,	  the	  brand	  offers	  a	  personalisation	  service	  in	  which	  a	  name	  is	  embroidered	  
onto	  a	  mini-­‐pillow	  to	  celebrate	  the	  birth	  of	  baby	  (see	  Figures	  148	  -­‐	  149).	  Nevertheless,	  
the	  ‘China	  style’	  silk	  pyjamas	  did	  not	  entice	  the	  luxury	  consumers,	  and	  the	  personalised	  
embroidery	  service	  has	  not	  generated	  great	  profit	  either	  as	  there	  was	  limited	  demand	  
for	  such	  a	  personalised	  gift	  since	  this	  Chinese	  custom	  has	  faded.	  Instead,	  the	  failure	  of	  
this	  sort	  of	  merchandise	  clearly	  reveals	  that	  the	  majority	  of	  Chinese	  are	  moving	  away	  
from	  Chinese	  customs	  to	  a	  more	  Western	  lifestyle	  and	  that	  there	  is	  less	  and	  less	  
demand	  for	  Chinese	  material	  objects,	  especially	  those	  with	  a	  superficial	  ‘China	  style’	  
incorporating	  auspicious	  symbolic	  motifs.	  This	  also	  reflects	  the	  rise	  in	  luxury	  taste	  at	  an	  
international	  level	  from	  luxury	  Chinese	  consumers	  who	  are	  in	  pursuit	  of	  originality	  and	  
speciality	  in	  luxury	  merchandise.	  And	  this	  clearly	  matched	  the	  stage	  4	  ‘fit	  in’	  of	  the	  
Chadha	  and	  Husband’s	  ‘the	  spread	  of	  luxury	  model’—‘luxury	  consumers	  fueled	  by	  need	  




Fig.148	  -­‐	  Fig.149:	  Tang	  Tang	  Tang	  Tang	  2014	  Personalisation	  service	  –	  Name	  embroidery	  (Wong,	  
2015)	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Mainland	  China:	  A	  modern	  lifestyle	  
In	  the	  domestic	  market,	  there	  was	  a	  rapid	  change	  in	  the	  luxury	  branding	  practices	  during	  
the	  period	  2010-­‐2014.	  Fashion	  is	  a	  core	  industry	  in	  the	  domestic	  luxury	  China	  market	  
(Kingdom	  of	  the	  Netherlands,	  2014),	  and	  womenswear	  has	  occupied	  a	  major	  share	  of	  all	  
segments	  since	  the	  female	  population	  reached	  644	  million	  in	  2008	  (International	  Trade	  
Centre,	  2011).	  The	  majority	  of	  luxury	  domestic	  Chinese	  brands	  were	  focused	  on	  
womenswear,	  even	  though	  some	  lifestyle	  fashion	  brands	  gradually	  came	  to	  prominence	  
in	  the	  international	  luxury	  market.	  The	  lifestyle	  brand	  Fangsuo	  Commune	  (⽅方所) 
emerged	  as	  a	  collaboration	  between	  the	  mainland	  and	  Hong	  Kong	  SAR;	  it	  opened	  in	  
2011	  and	  sells	  books	  and	  home	  accessories	  in	  Guangzhou.	  In	  2012,	  the	  same	  group	  of	  
co-­‐founders	  also	  set	  up	  a	  fashion	  brand,	  Ynot,	  which	  focuses	  on	  womenswear.	  More	  and	  
more	  designer	  brands	  also	  started	  trading	  in	  2010	  -­‐	  2014,	  such	  as	  womenswear	  brand	  
Vmajor	  and	  menswear	  brand	  Simongao.	  These	  emerging	  designer	  brands	  all	  carry	  the	  
fresh	  look	  in	  their	  material	  objects	  associated	  with	  pursuing	  a	  modern	  lifestyle.	  
	  
After	  implementing	  a	  successful	  brand	  strategy	  over	  a	  decade,	  the	  domestic	  brand	  
ZucZug	  emerged	  as	  one	  of	  the	  pioneer	  brands.	  The	  brand	  has	  further	  developed	  and	  set	  
up	  brand	  stores	  throughout	  the	  second	  and	  the	  third	  tier	  cities	  of	  China.	  By	  2014,	  
ZucZug	  had	  developed	  four	  main	  collections	  (see	  Figures	  150	  -­‐	  153):	  1)	  “Z	  ”—a	  design	  
collection	  (see	  Figures	  155	  -­‐	  157);	  2)	  “⼿手语	  ”—an	  organic	  collection	  (⼿手语 means	  sign	  
language),	  named	  “klee	  klee	  啦	  ”	  (which	  means	  ‘slow’	  in	  the	  Tibetan	  language)	  in	  
February	  2017	  (see	  Figure	  158	  -­‐	  160);	  3)	  “Zero”—a	  sports	  collection	  (see	  Figures	  161	  -­‐	  
163);	  and	  4)	  “Extra”—accessories	  (see	  Figures	  164	  -­‐	  169).	  Additionally,	  there	  was	  also	  
once	  “Let’s	  blue!”—a	  denim	  dye	  and	  clothes	  collection	  (see	  Figure	  154).	  ZucZug	  also	  has	  
a	  seasonal	  collection	  twice	  a	  year	  based	  on	  their	  belief	  that	  designs	  should	  be	  ‘inspired	  
by	  everyday	  occurrences’	  (ZucZug	  Fashion	  Co.,	  Ltd.,	  2017).	  The	  collection	  covers	  a	  list	  of	  
material	  objects	  designed	  for	  a	  modern	  lifestyle	  that	  encourages	  an	  energetic,	  active,	  
ecological	  concern	  for	  living	  and	  projects	  the	  cultivation	  of	  a	  lively	  persona	  in	  modern	  
China.	  The	  brand	  embeds	  a	  culture	  that	  fosters	  the	  qualities	  of	  being	  ‘FREE,	  OPEN,	  
COOPERATIVE’,	  with	  all	  designs	  ‘coming	  from	  the	  imagination	  of	  life.	  It	  features	  ordinary	  
women	  with	  a	  bright,	  free,	  casual	  and	  humorous	  style	  in	  their	  daily	  life’	  (ZucZug	  Fashion	  
Co.,	  Ltd.,	  2017).	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Fig.150	  -­‐	  Fig.154:	  ZucZug	  Identities	  of	  the	  four	  main	  collections	  “Z”,	  “klee	  klee啦”,	  “Zero”,	  “Extra”	  
and	  a	  denim	  collection	  “Let’s	  blue!”	  (ZucZug,	  2013)	  
Fig.155	  -­‐	  Fig.157:	  ZucZug	  2013	  “Z”	  design	  collection	  (ZucZug,	  2013)	  
Fig.158	  -­‐	  Fig.160	  Organic	  collection	  (formerly	  named	  “⼿手语”	  –	  “Sign	  Language”)	  (ZucZug,	  2013)	  
Fig.161	  -­‐	  Fig.163:	  ZucZug	  2013	  “Zero”	  sports	  collection	  (ZucZug,	  2014)	  
	  
	  	  112	  
	  
	  
Fig.164	  –	  Fig.169:	  ZucZug	  2013	  “Extra”	  fashion	  accessories	  (ZucZug,	  2013)	  	  
	  
	  
ZucZug	  has	  developed	  a	  wider	  range	  of	  lifestyle	  material	  objects	  with	  various	  sub-­‐brands	  
to	  cater	  for	  the	  different	  preferences	  of	  luxury	  consumers.	  Compared	  to	  the	  
conventional	  luxury	  branding	  practice,	  ZucZug	  targets	  a	  group	  of	  younger	  luxury	  
consumers	  that	  nurtures	  this	  Chinese	  market	  with	  a	  new	  luxury	  concept	  and	  taste,	  
generating	  a	  totally	  fresh	  scene	  in	  the	  luxury	  market	  in	  a	  global	  context.	  	  
	  
The	  younger	  domestic	  LCB,	  Vmajor,	  demonstrated	  a	  fully	  Western	  look	  in	  the	  material	  
objects	  in	  its	  womenswear	  and	  fashion	  accessories	  sectors.	  The	  designs	  targeted	  the	  
Chinese	  female	  professional	  whose	  number	  had	  rapidly	  increased	  in	  the	  workforce	  in	  
the	  China	  market	  (International	  Trade	  Centre,	  2011).	  Material	  objects	  by	  Vmajor	  
included	  formal	  suits,	  skirts,	  trousers,	  jackets,	  and	  fashion	  accessories	  like	  clutch	  bags	  
(see	  Figures	  170	  -­‐	  172),	  building	  up	  a	  complete	  professional	  look,	  which	  reflected	  the	  
rising	  status	  of	  women	  in	  modern-­‐day	  Chinese	  society.	  The	  designer,	  Victor	  Zhu	  (2014),	  
stated	  that	  the	  brand	  style	  was	  built	  to	  project	  ‘a	  masculine	  yet	  feminine	  image’	  for	  the	  
female	  professional	  in	  China,	  and	  that	  has	  been	  successfully	  achieved	  (see	  Figures	  173	  -­‐	  
175).	  The	  brand	  was	  expanding	  its	  product	  line	  into	  diverse	  areas	  of	  fashion	  accessories	  
including	  merchandise	  such	  as	  scarfs,	  bags,	  and	  shoes	  with	  a	  consistent	  look	  to	  unify	  the	  
image	  of	  the	  brand	  designs,	  which	  perfectly	  catered	  to	  the	  needs	  of	  the	  brand’s	  target	  
market.	  
	  




Fig.170	  –	  Fig.172:	  Vmajor	  A/W	  ’13	  collection	  “Tranoi”—suit,	  pants,	  skirt	  and	  clutch	  bag 
(Vmajor,	  2013) 
Fig.173:	  Vmajor	  A/W	  ’13	  collection	  “Tranoi”	  	  (Vmajor,	  2013)	  
Fig.174	  –	  Fig.175:	  Vmajor	  A/W	  ’14	  collection	  “Neo”	  -­‐	  Big	  coat	  with	  scarf	  (Vmajor,	  2014b)
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Although	  many	  types	  of	  material	  object	  are	  now	  offered	  by	  the	  emerging	  luxury	  Chinese	  
lifestyle	  fashion	  brands,	  the	  evidence	  suggests	  that	  the	  Chinese	  were	  living	  in	  the	  
shadow	  of	  the	  Western	  lifestyle	  as	  early	  as	  the	  1990s.	  The	  nostalgic	  ‘China	  style’,	  as	  
Clark	  (2009b)	  agrees,	  was	  deployed	  to	  satisfy	  the	  fantasies	  of	  the	  West.	  However,	  Clark’s	  
(2009b)	  previous	  study	  does	  not	  take	  into	  account	  the	  LCBs	  that	  are	  located	  in	  the	  
domestic	  market;	  if	  this	  were	  done,	  the	  phenomenon	  of	  Chinese	  tropes	  in	  emerging	  
LCBs	  could	  be	  reviewed	  in	  the	  China	  market	  in	  a	  holistic	  way.	  In	  relation	  to	  the	  
overwhelming	  use	  of	  Chinese	  tropes,	  there	  was	  a	  dramatic	  difference	  in	  the	  branding	  
approaches	  used	  by	  the	  LCBs	  in	  the	  two	  locations.	  It	  is	  important	  to	  address	  this	  
difference	  when	  the	  analysis	  is	  taken	  to	  review	  all	  luxury	  Chinese	  branding	  practices.	  
The	  material	  objects	  of	  haute	  couture	  brands	  in	  mainland	  were	  mostly	  the	  expected	  
stereotypical	  ‘Chinese’	  merchandise	  of	  qipao,	  the	  Zhong-­‐shan	  suit	  with	  Mandarin	  collar	  
and	  objects	  decorated	  with	  auspicious	  motifs	  and	  symbols.	  In	  contrast,	  other	  domestic	  
LCBs	  were	  claimed	  to	  reflect	  the	  daily	  life	  of	  modern	  China	  and	  tended	  to	  move	  away	  
from	  the	  stereotypical	  ‘China	  style’.	  Nevertheless,	  this	  practice	  did	  not	  completely	  
disregard	  Chinese	  culture;	  instead,	  it	  embedded	  the	  Chinese	  cultural	  values	  and	  beliefs	  
in	  a	  more	  subtle	  way	  in	  the	  brand	  designs	  for	  daily	  wear.	  Western	  culture	  has	  become	  
very	  popular	  and	  expanded	  rapidly	  through	  the	  first-­‐tier	  cities	  to	  the	  second-­‐	  and	  third-­‐
tier	  cities	  in	  the	  domestic	  market.	  
	  
LCBs	  from	  the	  Hong	  Kong	  SAR	  inspired	  some	  domestic	  brands	  to	  first	  try	  out	  the	  
approach	  of	  producing	  a	  signature	  decorative	  ‘China	  style’,	  even	  though	  the	  
merchandise	  was	  not	  wearable	  by	  the	  Chinese	  in	  modern	  daily	  life.	  Although	  these	  
brands	  were	  established	  at	  a	  global	  level,	  they	  seemed	  to	  have	  blurry	  strategy	  about	  
how	  to	  reach	  the	  standard	  of	  ‘luxury’	  in	  terms	  of	  the	  quality	  of	  merchandise.	  Even	  if	  
some	  mass-­‐produced	  luxury	  products	  can	  increase	  their	  value	  in	  association	  with	  
designer	  labels,	  in	  terms	  of	  being	  rare	  and	  processing	  fine	  craftsmanship,	  mass-­‐
produced	  luxury	  products	  are	  arguably	  reduced	  in	  value,	  with	  no	  cultural	  input	  or	  
authenticity	  of	  brand	  origin.	  From	  an	  economic	  point	  of	  view,	  mass	  production	  has	  
helped	  to	  speed	  up	  the	  distribution	  of	  Chinese	  merchandise,	  enabling	  it	  to	  match	  the	  
global	  demand	  for	  oriental	  designs.	  Since	  domestic	  LCBs	  have	  clearer	  brand	  positioning,	  
the	  material	  objects	  from	  these	  brands	  were	  comparatively	  more	  successful	  at	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embedding	  the	  hybrid	  culture	  into	  daily	  life	  that	  embodied	  a	  social	  change	  through	  
material	  culture	  (McCracken,	  1990,	  p.	  61),	  and	  also	  at	  providing	  the	  authenticity	  of	  
Chinese	  culture	  in	  terms	  of	  branding	  business.	  In	  contrast,	  the	  Hong	  Kong	  SAR-­‐based	  
LCBs	  were	  still	  searching	  for	  the	  right	  approach	  to	  help	  them	  achieve	  global	  success.	  
	  
In	  the	  last	  decade	  of	  the	  study	  period,	  that	  is	  from	  2004	  -­‐	  2014,	  the	  material	  objects	  that	  
were	  produced	  by	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  changed	  
dramatically	  in	  style	  in	  most	  of	  the	  merchandise	  sectors,	  especially	  womenswear	  and	  
menswear.	  In	  view	  of	  the	  mainland	  China	  market,	  there	  was	  tremendous	  input	  from	  the	  
emerging	  designer	  brands	  that	  were	  established	  by	  overseas-­‐educated	  designers	  of	  
Chinese	  origin.	  Their	  design	  styles	  rarely	  contained	  Chinese	  stereotypes,	  but	  embedded	  
individual	  thinking	  and	  the	  designers’	  own	  style.	  An	  example	  of	  extreme	  design	  was	  the	  
shirt-­‐dress	  merchandise	  in	  menswear.	  In	  comparison,	  the	  Hong	  Kong	  SAR	  brands	  
produced	  a	  cosmopolitan	  style	  in	  their	  brand	  designs,	  but	  at	  the	  same	  time	  some	  
merchandise	  was	  still	  engaged	  with	  Chinese	  stereotypes.	  The	  visual	  taxonomy	  of	  
material	  objects	  suggests	  that	  stakeholders	  in	  the	  emerging	  luxury	  Chinese	  lifestyle	  
fashion	  brands	  were	  pivoting	  to	  a	  Western	  lifestyle	  design	  ethos	  towards	  the	  end	  of	  the	  
timeline	  in	  2014.	  In	  response	  to	  the	  hypothesis	  about	  Western	  cultural	  expression	  in	  
Chinese	  material	  culture,	  an	  examination	  of	  the	  material	  objects	  utilised	  by	  the	  luxury	  
Chinese	  lifestyle	  fashion	  brands	  in	  the	  last	  20	  years	  could	  provide	  some	  insights	  that	  
might	  help	  to	  address	  the	  changing	  lifestyles	  in	  modern	  China.	  The	  visual	  taxonomy	  of	  
material	  objects	  shows	  a	  set	  of	  merchandise	  samples	  from	  various	  sectors,	  especially	  
from	  the	  Hong	  Kong	  SAR-­‐based	  Chinese	  brands,	  since	  these	  brands	  had	  developed	  all-­‐
round	  lifestyle	  brand	  merchandise	  sectors	  from	  the	  start	  in	  1994.	  Although	  the	  Chinese	  
tropes	  phenomenon	  produced	  a	  huge	  number	  of	  material	  objects	  deploying	  the	  ‘China	  
style’	  stereotypes	  (in	  terms	  of	  the	  form,	  the	  shape,	  and	  the	  nature	  of	  objects	  used	  in	  the	  
Chinese	  community)	  as	  early	  as	  the	  90s,	  sufficient	  evidence	  was	  found	  to	  support	  the	  
existence	  of	  Western	  cultural	  expression.	  The	  valuable	  data	  provides	  insight	  into	  this	  
research	  that	  will	  help	  with	  the	  investigation	  of	  the	  period	  of	  1994-­‐2014.	  The	  analysis	  of	  
the	  signs	  in	  the	  next	  section	  will	  focus	  on	  the	  examination	  of	  signs	  from	  different	  
merchandising	  and	  brand	  communications,	  and	  their	  relation	  to	  the	  evolution	  of	  
Chinese	  identity.	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Analysis	  of	  the	  signs	  
The	  Chinese	  tropes	  incorporated	  by	  the	  emerging	  LCBs	  marks	  a	  dramatic	  change	  in	  the	  
lifestyle	  fashion	  sector	  over	  the	  period	  1994-­‐2014.	  In	  theory,	  there	  should	  be	  no	  
prerequisites	  for	  a	  definition	  of	  Chinese	  trope	  features.	  Referring	  to	  the	  5,000	  years	  of	  
Chinese	  history,	  artefacts	  created	  and	  produced	  by	  the	  Chinese	  were	  automatically	  
regarded	  as	  representations	  of	  Chinese	  culture.	  Chinese	  motifs	  and	  symbols	  are	  the	  
signs	  that	  are	  applied	  overwhelmingly	  in	  artefacts	  and	  that	  may	  act	  as	  cultural	  principles	  
that	  reflect	  specific	  social	  life	  according	  to	  McCracken’s	  thematic	  review	  in	  clothing	  
(1990).	  Since	  these	  cultural	  representations	  have	  been	  used	  repeatedly	  for	  different	  
purposes	  and	  have	  passed	  from	  one	  generation	  to	  the	  next	  with	  no	  major	  constructive	  
changes.	  As	  no	  ‘Chinese	  designs’	  stand	  out	  in	  the	  global	  market	  and	  so	  these	  signs	  have	  
all	  become	  Chinese	  stereotypes	  and	  are	  even	  regarded	  as	  part	  of	  Chinese	  national	  
identity,	  especially	  with	  the	  sense	  of	  Orientalism	  that	  colours	  the	  Western	  perspective.	  
Some	  would	  argue	  that	  the	  practice	  of	  Chinese	  trope	  utilisation	  in	  the	  late	  twentieth	  to	  
the	  twenty-­‐first	  century	  successfully	  dominated	  the	  trend	  among	  the	  LCBs	  (Clark,	  2009b)	  
and	  had	  the	  potential	  to	  become	  a	  fashion	  in	  the	  global	  luxury	  market.	  However,	  we	  
have	  not	  only	  found	  the	  truth	  about	  the	  existence	  of	  Western	  culture	  in	  the	  material	  
objects	  in	  contemporary	  LCBs,	  there	  is	  also	  evidence	  to	  show	  that	  Chinese	  signs	  are	  
evolving	  into	  different	  forms	  in	  luxury	  Chinese	  branding	  practices	  from	  a	  micro-­‐
perspective,	  and	  this	  is	  definitely	  changing	  the	  perception	  of	  Chinese	  identity.	  	  
	  
The	  visual	  taxonomy	  of	  signs	  has	  a	  set	  of	  six	  sub-­‐headings—Colour,	  Metaphor,	  
Production,	  Shape,	  Material	  and	  Symbol—within	  which	  some	  distinct	  indexing	  units	  are	  
found,	  including	  Colour,	  Production,	  Fabric	  under	  Material,	  and	  Motif	  and	  Pattern	  under	  
Symbol.	  Although	  the	  colour	  red	  is	  still	  popular	  in	  some	  Chinese-­‐style	  merchandise,	  it	  is	  
no	  longer	  the	  sole	  colour	  used	  to	  represent	  China.	  In	  fact,	  as	  early	  as	  1994,	  some	  
emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands,	  especially	  those	  from	  the	  Hong	  Kong	  
SAR,	  began	  to	  apply	  bright	  and	  contrasting	  colour	  hues	  to	  transform	  the	  typical	  image	  of	  
China.	  In	  terms	  of	  production,	  apart	  from	  the	  increase	  in	  mass	  production	  in	  
manufacturing,	  some	  of	  the	  signs	  involve	  handcraftsmanship	  such	  as	  calligraphy,	  
embroidery,	  engraving,	  and	  lacquer,	  showing	  the	  strong	  capacity	  of	  handcraft	  skills	  in	  
production	  throughout	  the	  last	  two	  decades.	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There	  was	  a	  long	  list	  of	  fabrics	  under	  the	  Material	  sub-­‐heading	  and,	  surprisingly,	  more	  
innovative	  fabrics	  such	  as	  cashmere-­‐felt	  and	  composite	  heavy	  silks	  were	  introduced	  as	  
part	  of	  the	  signs.	  Most	  importantly,	  the	  Motif	  and	  Pattern	  indexing	  units	  under	  the	  
Symbol	  sub-­‐heading	  remained	  the	  most	  popular	  signs	  in	  the	  emerging	  LCBs,	  as	  in	  
ancient	  times.	  The	  indexing	  units	  of	  Motif	  contain	  most	  of	  the	  typical	  Chinese	  signs,	  
namely	  Chinese	  zodiac,	  bamboo,	  knot,	  fan,	  and	  lattice;	  while	  the	  Pattern	  indexing	  units	  
are	  more	  universal,	  including	  geometric	  shapes	  and	  tiger-­‐print.	  Taking	  an	  overall	  look	  at	  
a	  timeline	  while	  focused	  on	  the	  visual	  taxonomy	  of	  material	  objects	  (see	  Figures	  56-­‐139	  
and	  Appendix	  2	  for	  full-­‐scale	  version),	  the	  symbolic	  motifs	  of	  Chinese	  stereotypes	  were	  
found	  throughout	  the	  whole	  of	  the	  two	  decades,	  particularly	  in	  the	  home	  accessories	  
sector.	  These	  signs	  were	  very	  popular	  in	  the	  early	  1990s	  in	  both	  womenswear	  and	  
menswear,	  in	  which	  the	  qipao	  and	  the	  Zhong-­‐Shan	  suit,	  as	  material	  objects	  (in	  terms	  of	  
dress	  and	  jacket	  of	  Chinese	  clothing)	  as	  well	  as	  signs	  (in	  terms	  of	  shape	  and	  form	  of	  
pattern	  cutting),	  were	  very	  common	  in	  their	  respective	  sectors.	  	  
	  
In	  spite	  of	  the	  wide	  range	  of	  indexing	  in	  the	  above	  six	  distinct	  sign	  sub-­‐headings,	  some	  
other	  signs	  were	  actively	  utilised	  in	  designs	  for	  shorter	  durations	  within	  the	  1994-­‐2014	  
period.	  Examples	  were	  the	  iconic	  symbols	  of	  Chairman	  Deng	  (鄧⼩小平主席)	  and	  Chairman	  
Mao	  (⽑毛泽东主席) of	  the	  People’s	  Republic	  of	  China	  (PRC),	  applied	  in	  womenswear,	  
fashion	  accessories	  and	  home	  accessories	  in	  the	  early	  1990s.	  Other	  iconic	  symbols	  
Queen	  Cixi	  (慈禧太后)	  and	  the	  last	  Emperor	  Puyi	  (爱新觉罗溥仪)	  appeared	  in	  material	  
objects	  from	  the	  home	  accessories	  category	  in	  the	  early	  1990s,	  returning	  in	  the	  early	  
2000s.	  The	  animal	  symbol	  of	  the	  (five-­‐claw)	  dragon	  was	  seen	  across	  all	  four	  merchandise	  
sectors,	  but	  mostly	  in	  menswear	  in	  the	  early	  2000s,	  becoming	  popular	  again	  in	  fashion	  
accessories	  (in	  particular	  for	  men)	  in	  2012	  to	  celebrate	  the	  Year	  of	  the	  Dragon	  in	  the	  12-­‐
year	  cycle,	  marking	  a	  significant	  and	  irreplaceable	  use	  of	  Chinese	  signs.	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Fig.176	  –	  Fig.196:	  Visual	  taxonomy	  –	  Signs	  (Symbol	  –	  Icon	  –	  Chairmen	  Deng	  and	  Mao,	  




Fig.197	  –	  Fig.218:	  Visual	  taxonomy	  –	  Signs	  (Symbol	  –	  Animal	  –	  (five-­‐claw)	  Dragon)	  
(see	  Appendix	  2	  for	  full-­‐scale	  version)	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Fig.219	  –	  Fig.226:	  Visual	  taxonomy	  –	  Signs	  (Material	  –	  Wood	  –	  Zitan)	  
(see	  Appendix	  2	  for	  full-­‐scale	  version)	  
	  
	  
Another	  nostalgic	  sign	  that	  returned	  in	  the	  2000s	  was	  zitan	  wood	  (紫檀⽊木)	  in	  the	  
Material	  index.	  Zitan	  (紫檀),	  with	  its	  precious	  quality,	  is	  a	  kind	  of	  wood	  once	  used	  in	  
luxury	  Chinese	  furniture.	  This	  sign	  has	  been	  adopted	  again,	  now	  highlighting	  the	  
handcraftsmanship	  in	  production.	  Zitan	  wood	  that	  comes	  from	  an	  exceptionally	  rare	  
tree	  species,	  and	  has	  become	  a	  signature	  sign	  incorporated	  into	  the	  furniture	  
merchandise	  of	  one	  particular	  domestic	  luxury	  Chinese	  lifestyle	  fashion	  brand,	  Shang	  Xia	  
(上下),	  which	  was	  established	  in	  2008.	  The	  brand	  brings	  out	  authentic	  furniture	  
handcrafted	  by	  Chinese	  masters	  with	  a	  touch	  of	  contemporary	  design,	  and	  also	  expands	  
the	  product	  potential	  of	  the	  materials	  from	  furniture	  to	  jewellery.	  The	  brand	  combined	  
quality,	  technique,	  and	  authenticity	  with	  an	  aesthetic	  sense	  in	  the	  brand	  philosophy,	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Since	  there	  were	  unlimited	  numbers	  of	  signs	  from	  the	  emerging	  luxury	  Chinese	  lifestyle	  
fashion	  brands	  in	  the	  period	  covered,	  the	  visual	  taxonomies	  were	  employed	  to	  assist	  the	  
identification	  of	  some	  of	  the	  popular	  signs	  that	  were	  commonly	  used	  by	  LCBs.	  In	  
addition,	  some	  uncommon	  patterns	  of	  specific	  signs	  appearing	  during	  the	  period	  of	  
investigation	  were	  discovered.	  The	  following	  gives	  three	  visual	  taxonomies	  of	  signs:	  
1)	  iconic	  symbols	  of	  Chairman	  Deng	  and	  Chairman	  Mao,	  and	  Cixi	  and	  Puyi	  (see	  Figure	  
176	  -­‐	  196);	  2)	  the	  animal	  symbol	  of	  the	  (five-­‐claw)	  dragon	  (see	  Figure	  197	  -­‐	  218);	  and	  
3)	  the	  material	  symbol	  of	  wood	  (zitan)	  (see	  Figures	  219	  –	  226,	  and	  see	  Appendix	  2	  for	  all	  
Figures	  176	  –	  226	  in	  full	  scale).	  All	  visual	  taxonomies	  display	  the	  collected	  signs	  in	  a	  
timeline	  that	  marks	  the	  durations	  within	  the	  1994-­‐2014	  period	  during	  which	  the	  specific	  
signs	  were	  active.	  And	  in	  these	  three	  examples,	  some	  contradictory	  ideas	  were	  found	  in	  
the	  signs.	  	  
	  
The	  following	  section	  examines	  the	  Chinese	  signs	  in	  detail	  with	  the	  support	  of	  the	  data	  
from	  the	  visual	  taxonomies	  of	  signs,	  multiple	  case	  studies	  and	  the	  literature	  review,	  in	  
order	  to	  address	  the	  theoretical	  propositions.	  The	  visual	  discourse	  analysis	  examined	  
the	  evolution	  of	  selected	  Chinese	  signs	  over	  the	  last	  two	  decades.	  Some	  of	  the	  insights	  
even	  arose	  from	  across	  the	  whole	  20-­‐year	  period,	  while	  others	  occurred	  in	  brands	  
established	  in	  the	  twenty-­‐first	  century	  just	  a	  couple	  of	  years	  after	  they	  achieved	  start-­‐up	  
status.	  The	  analysis	  provides	  sufficient	  evidence	  to	  support	  these	  insights	  in	  more	  detail	  
within	  each	  specific	  region	  highlighted.	  The	  five	  main	  insights	  drawn	  from	  the	  analysis	  
are	  as	  follows	  and	  are	  presented	  in	  timeline	  order	  in	  the	  next	  part.	  
	  	  
1)	  The	  contemporary	  sense	  of	  the	  nostalgic	  ‘China	  style’;	  
2)	  The	  change	  in	  surface	  decorative	  signs;	  
3)	  The	  fading	  out	  of	  Chinese	  authenticity;	  
4)	  The	  building	  up	  of	  original	  brand	  signatures;	  and	  	  
5)	  The	  reforming	  of	  Chinese	  tropes	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1994	  –	  2014	  
	  
Hong	  Kong	  SAR:	  The	  contemporary	  sense	  of	  the	  nostalgic	  ‘China	  style’	  
The	  brand	  images	  of	  the	  Hong	  Kong	  SAR-­‐based	  luxury	  Chinese	  lifestyle	  fashion	  brands	  
carried	  a	  fantasy	  of	  the	  orient,	  which	  Edward	  Said	  termed	  Orientalism	  (1994)	  and	  
reflects	  a	  nostalgia	  for	  China.	  As	  early	  as	  the	  1990s,	  the	  emerging	  LCBs	  such	  as	  Vivienne	  
Tam,	  Blanc	  de	  Chine,	  and	  Shanghai	  Tang	  were	  all	  inspired	  to	  deploy	  typical	  Chinese	  
tropes	  in	  much	  of	  their	  merchandise	  to	  generate	  a	  ‘Chinese	  brand	  image’.	  In	  the	  case	  of	  
Shanghai	  Tang,	  the	  trend	  was	  ongoing	  from	  its	  start-­‐up	  in	  1994	  and	  has	  lasted	  beyond	  
2014.	  The	  identity	  trademark	  of	  Shanghai	  Tang	  was	  inspired	  by	  the	  nostalgic	  theme	  of	  
1920s	  Shanghai,	  combined	  with	  the	  signature	  Chinese	  stars	  (from	  the	  national	  flag)	  
matched	  with	  the	  striking	  colours	  of	  pink	  and	  green	  to	  generate	  a	  twist	  on	  the	  nostalgic	  
style.	  Instead	  of	  using	  the	  typical	  Chinese	  colour	  of	  red,	  this	  bright	  and	  shocking	  palette	  
reflects	  and	  celebrates	  the	  richness	  and	  happiness	  of	  a	  modern	  China	  (see	  Figures	  227	  -­‐	  
228).	  This	  vivid	  brand	  image	  has	  been	  applied	  to	  various	  brand	  communications	  in	  





Fig.227	  -­‐	  Fig.228:	  Shanghai	  Tang	  1994	  Brand	  identities	  (Ewer,	  2014)	  (Farshafarsha,	  2012)	  
Fig.229	  -­‐	  Fig.230:	  Shanghai	  Tang	  1994	  Flagship	  store	  in	  Pedder	  street	  Hong	  Kong	  
(Juliayunwonder,	  2010),	  2009	  Store	  interior	  decoration	  (Unafamigliainviaggio,	  2008)	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The	  historical	  landmark	  flagship	  store	  in	  Pedder	  Street,	  Central	  Hong	  Kong,	  was	  made	  
visually	  identical	  to	  Shanghai	  Tang	  identity.	  The	  related	  visual	  elements	  were	  revealed	  in	  
the	  spatial	  dimension	  in	  the	  exterior	  signage	  (see	  Figure	  229)	  and	  interior	  design	  (see	  
Figure	  230),	  projecting	  a	  consistent	  brand	  image	  that	  launched	  the	  LCB	  from	  a	  new	  
perspective	  in	  the	  early	  1990s.	  This	  brand	  image	  can	  also	  be	  found	  in	  general	  brand	  
applications	  such	  as	  the	  linings	  of	  Han-­‐style	  jackets	  (see	  Figures	  231	  -­‐	  232)	  and	  
packaging	  (see	  Figure	  233),	  and	  also	  in	  clothing	  labels	  (see	  Figure	  234)	  and	  Café	  identity	  
(see	  Figure	  235).	  Shanghai	  Tang	  claims	  to	  be	  ‘China’s	  first	  luxury	  lifestyle	  brand’.	  The	  
brand’s	  identity	  and	  image	  design	  did	  indeed	  provoke	  the	  global	  luxury	  market,	  and	  
consumers	  from	  around	  the	  world	  were	  excited	  about	  this	  outstanding	  Chinese	  brand	  
launched	  in	  the	  late	  twentieth	  century.	  The	  interview	  participant,	  who	  was	  a	  Shanghai	  
Tang	  designer,	  stated	  that	  the	  brand	  was	  first	  targeted	  foreign	  experts	  and	  tourists	  in	  
the	  1990s	  (The	  interviewee,	  2014).	  Since	  there	  was	  no	  previous	  reference	  to	  an	  LCB	  in	  





Fig.231	  –	  Fig.232:	  Shanghai	  Tang	  1994	  brand	  colors	  on	  Linings	  (Styles	  Equel,	  2002),	  
(Shanghai	  Tang,	  2013)	  
Fig.233:	  Shanghai	  Tang	  Top	  right:	  2008	  Brand	  identity	  and	  motifs	  on	  packaging	  
(Sugar	  &	  Spice,	  2008)	  
Fig.234:	  Shanghai	  Tang	  Bottom	  left:	  1994	  identity	  on	  label	  (eBay,	  2000b)	  
Fig.235:	  Shanghai	  Tang	  Bottom	  right:	  2009	  Café	  identity	  (Hatenafotolife,	  2009)	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In	  order	  to	  reinforce	  the	  nostalgic	  ‘China	  style’	  of	  1920s	  Shanghai	  to	  foreigners	  on	  
Shanghai	  Tang’s	  establishment	  in	  1994,	  a	  substantial	  number	  of	  replicated	  auspicious	  
visual	  symbolic	  signs	  from	  ancient	  China	  (Lu,	  2008;	  Chevalier	  and	  Lu,	  2009;	  Red	  Luxury,	  
2010)	  accompanied	  by	  the	  vibrant	  identity	  trademark	  were	  used	  to	  generate	  the	  
‘Chinese	  brand’	  image.	  The	  iconic	  symbols	  of	  the	  Chinese	  legends	  chairman	  Mao	  (see	  
Figures	  236-­‐237)	  and	  chairman	  Deng	  (see	  Figure	  238)	  were	  commonly	  deployed	  in	  the	  
fashion	  accessories	  and	  home	  accessories	  sectors	  in	  the	  mid-­‐1990s.	  These	  signs	  of	  the	  
iconic	  chairmen	  of	  the	  People’s	  Republic	  of	  China,	  which	  may	  have	  represented	  the	  
nation	  of	  China	  in	  power	  with	  the	  handover	  of	  Hong	  Kong	  from	  the	  British	  government,	  
were	  visualised	  in	  a	  humorous	  way	  in	  pop	  art	  and	  graphic	  style.	  The	  postures	  of	  
chairman	  Mao	  of	  waving	  a	  hand	  and	  chairman	  Deng	  in	  smoking	  were	  the	  signature	  of	  
the	  legends	  and	  became	  lively	  and	  quirky	  iconic	  signs	  that	  were	  provocative	  to	  the	  
global	  luxury	  consumers	  and	  ended	  up	  dominating	  the	  fashion	  trends.	  Generally,	  most	  
of	  the	  iconic	  symbols	  were	  applied	  to	  show	  respect	  for	  popular	  icons;	  nevertheless,	  
some	  of	  the	  iconic	  symbols	  from	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  
were	  designed	  in	  a	  contemporary	  and	  quirky	  style	  by	  applying	  pop	  art-­‐style	  illustration	  
for	  a	  humorous	  effect.	  For	  example,	  the	  Chairman	  Mao	  symbol	  was	  once	  depicted	  as	  a	  
girl	  with	  two	  ponytails,	  which	  was	  arguably	  disrespectful	  to	  the	  ex-­‐Chairman	  of	  the	  
People’s	  Republic	  of	  China	  (PRC).	  These	  popular	  icons	  were	  adapted	  for	  different	  types	  
of	  merchandise	  by	  other	  luxury	  Chinese	  lifestyle	  fashion	  brands	  during	  the	  period	  to	  
celebrate	  the	  rise	  of	  Chinese	  power.	  The	  symbols	  of	  Queen	  Cixi	  and	  the	  last	  Emperor	  
Puyi	  were	  deployed	  in	  the	  home	  accessories	  sector,	  but	  these	  two	  iconic	  signs	  would	  not	  
easily	  have	  been	  recognised	  by	  most	  consumers	  (with	  or	  without	  Chinese	  ethnicity)	  
since	  their	  portraits	  were	  not	  popularly	  used	  in	  ancient	  times,	  and	  illustrations	  were	  
only	  found	  in	  academic	  history	  books.	  The	  pop	  art	  style	  portraits	  of	  Cixi	  and	  Puyi	  with	  
bright	  colours	  that	  were	  incorporated	  into	  the	  home	  accessories	  merchandise	  are	  
comparatively	  surrealistic,	  provoking	  a	  sense	  of	  horror.	  It	  is	  a	  shock	  to	  see	  two	  such	  
surrealistic	  images	  imprinted	  on	  cushions	  in	  the	  dark	  of	  a	  living	  room.	  
	  
Besides	  the	  iconic	  signs,	  traditional	  Chinese	  symbols	  such	  as	  the	  Chinese	  character	  Shòu	  
寿	  (longevity),	  the	  lattice	  motif,	  double	  fishes	  and	  the	  lotus	  flower	  (see	  Figures	  239-­‐241)	  
were	  all	  fashionable	  signs	  and	  were	  often	  found	  in	  the	  surface	  decoration	  of	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merchandise	  such	  as	  Han-­‐style	  jackets	  and	  double-­‐side	  scarves	  in	  the	  fashion	  and	  home	  
accessories	  sectors.	  These	  signs	  were	  not	  altered	  in	  any	  substantial	  way	  from	  the	  
ancient	  symbols	  and	  motifs,	  but	  were	  simply	  replicated	  as	  Chinese	  tropes	  for	  use	  in	  
brand	  communications	  in	  the	  modern	  era.	  The	  ancient	  symbols	  and	  motifs	  carried	  
specific	  connotations	  individually,	  and	  sometimes	  these	  signs	  were	  composited	  together	  
to	  form	  repetitive	  patterns	  that	  multiplied	  the	  auspicious	  blessings	  they	  signified.	  This	  
approach	  to	  stereotypical	  Chinese	  tropes	  lasted	  for	  a	  decade,	  up	  to	  2000	  and	  beyond.	  
An	  outstanding	  example	  was	  the	  luxury	  Chinese	  lifestyle	  fashion	  brand	  Shanghai	  Tang,	  
who	  continuously	  deployed	  numerous	  auspicious	  symbols	  such	  as	  the	  Chinese	  
characters	  xǐ	  囍	  (connoting	  double	  happiness),	  fú	  福 (connoting	  fortune),	  and	  the	  coin	  
motif	  (see	  Figures	  242-­‐244)	  as	  signature	  representations	  of	  the	  brand.	  The	  character	  xǐ
囍 is	  a	  sign	  that	  has	  more	  often	  been	  incorporated	  into	  wedding	  celebrations	  connoting	  
double	  happiness	  (or	  more	  happiness)	  on	  the	  occasion.	  It	  has	  been	  popularly	  used	  to	  
decorate	  on	  boxes	  as	  wedding	  gifts	  for	  use	  as	  home	  accessories.	  	  
	  
The	  frequently	  used	  dragon	  motif	  was	  applied	  to	  emerging	  LCB	  merchandise	  on	  and	  off	  
during	  the	  period	  1994-­‐2014,	  especially	  in	  the	  years	  of	  the	  dragon,	  2000	  and	  2012,	  in	  
the	  Chinese	  zodiac	  system	  and	  according	  to	  the	  Chinese	  lunar	  calendar.	  The	  sign	  
enjoyed	  high	  exposure	  in	  Shanghai	  Tang	  merchandise,	  in	  particular	  in	  menswear	  and	  
was	  also	  been	  applied	  to	  fashion	  accessories	  and	  home	  accessories	  sectors.	  The	  five-­‐
claw	  dragon	  sign,	  originally	  had	  different	  styles,	  as	  described	  in	  Chapter	  1;	  however,	  in	  
terms	  of	  the	  illustration	  style,	  the	  dragon	  signs	  saw	  no	  evolution	  in	  design,	  with	  details	  
identical	  to	  the	  dragon	  motifs	  from	  5,000	  years	  ago.	  The	  same	  ancient	  dragon	  motifs	  
(see	  Figures	  245	  -­‐	  248)	  were	  deployed	  repeatedly	  in	  number	  of	  items	  by	  the	  same	  
brand,	  experimenting	  with	  production	  techniques	  like	  cloisonné	  (景泰蓝) and	  
monochromatic	  silk	  screens.	  In	  fact,	  similar	  dragon	  signs	  had	  been	  adopted	  in	  
innumerable	  Chinese	  designs,	  but	  it	  seems	  no	  one	  questioned	  the	  original	  source	  of	  the	  
artwork	  and	  the	  signs	  remained	  with	  no	  intellectual	  property	  restraint.	  Reviewing	  the	  
symbol	  of	  the	  (five-­‐claw)	  dragon,	  this	  sign	  connotes	  power	  and	  strength,	  and	  was	  
originally	  restricted	  for	  use	  by	  emperors.	  Knowing	  that	  there	  is	  no	  emperor	  in	  the	  
modern	  day,	  the	  sign	  that	  once	  signified	  strength	  is	  now	  applied	  to	  menswear	  as	  well	  as	  
to	  womenswear	  to	  imply	  the	  rise	  in	  the	  power	  of	  women.	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Fig.236	  –	  Fig.237:	  Shanghai	  Tang	  Top	  left	  and	  middle:	  1994	  Iconic	  symbol:	  sign	  –	  chairman	  Mao	  
(Etsy,	  2013a)	  (eBay,	  1994c)	  	  	  	  	  	  	  
Fig.238:	  Shanghai	  Tang	  Top	  right:	  1994	  Iconic	  symbol:	  sign	  –	  chairman	  Deng	  (Yeoman,	  2008)	  
Fig.239	  –	  Fig.241:	  Shanghai	  Tang	  Middle	  left	  and	  middle:	  1994	  Character	  symbol:	  sign	  –	  Shòu	  
(longevity)	  (eBay,	  1994b),	  2013	  Animal	  symbol:	  sign	  –	  Double	  fishes	  (Shanghai	  Tang,	  2013),	  
middle	  right:	  1995	  Pattern	  symbol:	  sign	  –	  Lattice	  (eBay,	  1995b)	  
Fig.242	  –	  Fig.244:	  Shanghai	  Tang	  Bottom	  left:	  2008	  Character	  symbol:	  sign	  –	  xǐ	  (double	  happiness)	  
(Blaha,	  H.,	  2008);	  bottom	  middle:	  2013	  Motif	  symbol:	  sign	  –	  coin	  (The	  Digital	  Stock,	  2013),	  bottom	  
right:	  2013	  Character	  symbol:	  sign	  –	  fú	  (fortune)	  (Hitori	  Production,	  2013) 
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Fig.245	  –	  Fig.248:	  Shanghai	  Tang	  Top	  left	  to	  bottom	  right:	  2011	  (Shanghai	  Tang,	  2011,	  p.	  17),	  
2009	  (Shanghai	  Tang,	  2009,	  p.	  17),	  2012	  (Luxury	  Insider,	  2011),	  and	  2013	  
(The	  Digital	  Stock,	  2013)	  Dragon	  motifs	  (with	  five-­‐claw)	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Chinese	  tropes	  were	  also	  used	  by	  the	  Hong	  Kong	  SAR-­‐based	  luxury	  Chinese	  lifestyle	  
fashion	  brand	  Tang	  Tang	  Tang	  Tang,	  which	  was	  only	  recently	  established	  in	  2013.	  
According	  to	  the	  brand	  designer	  and	  creative	  director,	  Victoria	  Tang,	  the	  brand	  image	  is	  
intended	  to	  present	  a	  revamped	  ‘China	  style’	  (Tang,	  2015),	  in	  which	  Chinese	  tropes	  are	  
presented	  in	  the	  signature	  Chinese	  imperial	  colours	  of	  yellow,	  grey,	  and	  ivory,	  to	  
generate	  a	  luxurious	  feel.	  The	  imperial	  colour	  yellow	  is	  borrowed	  from	  the	  distinctive	  
gold	  materials	  in	  the	  palace	  and	  the	  Chinese	  unique	  robes	  (an	  outfit	  worn	  by	  the	  
Chinese	  emperor).	  The	  colour	  grey	  refers	  to	  the	  solid	  concrete	  walls	  that	  can	  be	  seen	  in	  
most	  Chinese	  architecture,	  while	  the	  colour	  ivory	  is	  regarded	  as	  a	  kind	  of	  luxury	  as	  it	  is	  
named	  after	  the	  precious	  material	  ivory.	  The	  combination	  of	  the	  three	  colours	  
encompasses	  the	  symbolic	  meanings	  of	  prestige	  and	  power	  belonging	  to	  an	  emperor	  
(see	  Figures	  249	  -­‐	  250).	  The	  brand	  aims	  to	  create	  the	  luxury	  home	  attributes	  of	  living	  in	  a	  
palace.	  
	  
Although	  Tang	  Tang	  Tang	  Tang	  tried	  to	  follow	  an	  alternative	  pathway	  in	  product	  
innovation	  without	  heavy	  deployment	  of	  the	  stereotypical	  Chinese	  tropes,	  the	  12	  
common	  Chinese	  zodiac	  signs	  are	  still	  applied	  to	  the	  surface	  designs	  of	  silk	  pyjamas	  
(see	  Figures	  251	  -­‐	  253)	  and	  tableware	  (see	  Figure	  254).	  Some	  other	  Chinese-­‐inspired	  
symbolic	  signs,	  such	  as	  the	  lattice	  pattern	  (see	  Figure	  255),	  the	  material	  signs	  of	  silk	  and	  
brushed	  silk,	  the	  production	  signs	  of	  floral	  and	  bird	  embroidery	  (see	  Figure	  256),	  the	  
shape	  sign	  of	  the	  Zhong-­‐shan	  suit	  (see	  Figure	  257),	  the	  animal	  sign	  of	  the	  roasted	  duck	  
chopsticks	  stand	  (see	  Figure	  258),	  were	  all	  used	  as	  Chinese	  tropes	  associated	  with	  




Fig.249	  –	  Fig.250:	  Tang	  Tang	  Tang	  Tang	  2013	  Flagship	  store	  in	  Chinese	  imperial	  colours	  (Tang	  
Tang	  Tang	  Tang,	  2013)	  
	  




Fig.251	  -­‐	  Fig.253:	  Tang	  Tang	  Tang	  Tang	  2013	  Twelve	  Chinese	  zodiac	  signs	  on	  silk	  
(Tang	  Tang	  Tang	  Tang,	  2013)	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Fig.254:	  Tang	  Tang	  Tang	  Tang	  2013	  Twelve	  Chinese	  zodiac	  signs	  on	  plate	  
(Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.255:	  Tang	  Tang	  Tang	  Tang	  2013	  Lattice	  pattern	  (shower	  curtain)	  
(Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.256	  -­‐	  Fig.257:	  Tang	  Tang	  Tang	  Tang	  2013	  Embroidery	  lamp	  base	  and	  Zhong-­‐shan	  suit	  
with	  Mandarin	  collar	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.258:	  Tang	  Tang	  Tang	  Tang	  2013	  Animal	  sign	  of	  roasted	  duck	  chopstick	  stand	  
(Tang	  Tang	  Tang	  Tang,	  2013)	  
	  
	  	  130	  
Nevertheless,	  Chinese	  tropes	  applied	  as	  surface	  designs	  in	  emerging	  LCBs	  were	  
comparatively	  less	  popular	  in	  the	  early	  twenty-­‐first	  century	  due	  to	  their	  limited	  function	  
as	  decoration.	  The	  brand	  Shanghai	  Tang	  still	  deploys	  stereotypical	  Chinese	  tropes	  in	  
most	  of	  its	  merchandise	  to	  maintain	  the	  ideology	  of	  ‘China	  style’	  fantasy.	  Another	  Hong	  
Kong	  SAR-­‐based	  brand,	  Tang	  Tang	  Tang	  Tang,	  also	  takes	  this	  approach	  in	  its	  gift	  segment	  
in	  order	  to	  attract	  foreigners	  and	  planned	  to	  target	  the	  Chinese	  elite	  market.	  We	  would	  
question	  how	  these	  kinds	  of	  merchandise	  accord	  with	  the	  daily	  lifestyle	  in	  China	  in	  the	  
twenty-­‐first	  century.	  To	  some	  extent,	  foreigners	  and	  non-­‐Chinese	  readers	  who	  have	  
limited	  knowledge	  of	  the	  exotic	  content	  of	  China	  may	  not	  understand	  the	  connotations	  
of	  Chinese	  tropes,	  but	  rather	  view	  them	  just	  as	  general	  ‘oriental’	  or	  ‘Chinese’	  signs.	  
From	  a	  business	  point	  of	  view,	  the	  decorative	  Chinese	  tropes	  are	  no	  doubt	  able	  to	  
highlight	  the	  ‘China	  style’	  as	  the	  previously	  recognised	  national	  identities.	  Thus	  this	  
nostalgic	  ideology	  has	  been	  continuously	  used	  in	  the	  luxury	  Chinese	  lifestyle	  fashion	  
brands	  in	  the	  twenty-­‐first	  century.	  This	  raises	  a	  question	  about	  the	  values	  of	  Chinese	  
tropes	  in	  a	  global	  context.	  Said	  (1994)	  regarded	  this	  ideology	  as	  an	  imagined	  far	  
geographical	  location.	  This	  has	  definitely	  proved	  his	  well-­‐known	  theory	  about	  
Orientalism—the	  existence	  of	  ‘distanced	  knowledge’	  without	  personal	  experience	  since	  
this	  phenomenon	  mainly	  occurred	  in	  the	  Hong	  Kong	  SAR-­‐based	  LCBs.	  The	  details	  
regarding	  origins	  are	  discussed	  in	  the	  section	  about	  country	  of	  origin.	  
	  
	  
2000	  –	  2014	  
	  
Mainland	  China:	  The	  change	  in	  surface	  decorative	  signs	  
Although	  Chinese	  tropes	  were	  first	  found	  in	  domestic	  LCBs	  in	  the	  early	  1990s,	  these	  
brands	  were	  soon	  positioning	  themselves	  as	  haute	  couture	  brands	  catering	  to	  the	  upper	  
class	  market	  for	  occasional	  wear.	  The	  Shanghai	  brand	  ZucZug,	  following	  the	  chief	  
designer’s	  vision,	  set	  up	  a	  clear	  group	  of	  brand	  attributes	  and	  images	  corresponding	  to	  
youth	  and	  dynamism	  from	  its	  start-­‐up	  in	  2002.	  The	  brand’s	  master	  collection	  “Z”	  
definitely	  reflected	  the	  preferences	  of	  a	  young	  Chinese	  generation,	  capturing	  the	  target	  
consumer’s	  taste,	  and	  renewed	  the	  Chinese	  tropes	  with	  geometric,	  bold,	  and	  vivid	  
coloured	  designs	  (see	  Figures	  259	  -­‐	  260)	  that	  shows	  no	  trace	  of	  the	  stereotypical	  ‘China	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style’.	  This	  interpretation	  shifted	  Chinese	  identity	  to	  a	  universal	  style	  without	  any	  
specific	  elements	  that	  require	  any	  cultural	  knowledge	  to	  understand.	  Instead,	  the	  new	  
designs	  can	  communicate	  across	  cultures	  and	  generations.	  ZucZug’s	  brand	  designs	  set	  a	  
model	  for	  LCBs	  to	  follow	  as	  well	  as	  underlining	  the	  significance	  of	  careful	  positioning	  and	  
gaining	  a	  good	  understanding	  of	  the	  target	  market	  as	  well	  as	  the	  industry	  in	  China.	  Their	  
designs	  also	  reflected	  the	  new	  design	  sense	  of	  Chinese	  brands	  and	  designers,	  who	  were	  
in	  charge	  of	  the	  future	  brand	  development	  of	  Chinese	  branding	  practices.	  
	  
As	  mentioned	  in	  the	  material	  objects	  section,	  ZucZug	  set	  its	  brand	  philosophy	  ‘to	  reflect	  
the	  perspectives	  of	  the	  urban	  lifestyle	  of	  mainland	  China’	  (Wang,	  2014),	  that	  meant	  
bringing	  out	  the	  practices	  of	  daily	  life	  in	  China.	  Designer	  Wang	  Yi-­‐yang	  stated	  that	  the	  
designs	  of	  ZucZug	  were	  mostly	  inspired	  by	  Japanese	  and	  some	  European	  cultures,	  which	  
he	  gleaned	  from	  a	  collection	  of	  magazines	  and	  publications	  during	  the	  early	  stage	  of	  
brand	  development.	  The	  signs	  deployed	  in	  the	  designs	  were	  determinedly	  in	  a	  plain	  
style	  with	  no	  specific	  symbols	  or	  motifs.	  A	  highlight	  of	  the	  brand	  image	  was	  the	  
utilisation	  of	  bright	  colours	  that	  were	  not	  limited	  to	  the	  typical	  Chinese	  red.	  All	  these	  
visual	  elements	  conveyed	  a	  fresh,	  energetic,	  and	  bright	  overall	  brand	  image.	  
	  
Taking	  a	  wider	  view	  of	  the	  design	  landscape	  of	  China	  market,	  ZucZug	  used	  aspects	  of	  
everyday	  Chinese	  life	  to	  generate	  original	  ideas	  for	  brand	  designs.	  In	  the	  2012	  collection	  
“Local	  Food	  Market”,	  ZucZug	  designers	  constructed	  a	  set	  of	  signs	  inspired	  by	  objects	  
from	  the	  local	  food	  market,	  illustrating	  daily	  Chinese	  food	  and	  ingredients	  for	  meals	  in	  
the	  twenty-­‐first	  century.	  The	  symbolic	  food	  images	  such	  as	  fish,	  pork	  belly,	  bananas,	  and	  
vegetables	  were	  included	  in	  the	  collection	  (see	  Figures	  261	  -­‐	  263).	  These	  images	  were	  
collected	  from	  a	  daily	  scene	  from	  modern	  China	  as	  a	  set	  of	  contemporary	  Chinese	  
tropes	  representing	  Chinese	  popular	  culture.	  The	  signs	  also	  presented	  a	  completely	  new	  
look	  for	  Chinese	  identity	  that	  diverged	  from	  the	  conventional	  Chinese	  stereotypes	  found	  








Fig.259	  –	  Fig.260:	  ZucZug	  2014	  “Z”	  series:	  Designs	  with	  geometric	  and	  bold	  signs	  in	  bright	  colours	  
(ZucZug,	  2014)	  
Fig.261	  -­‐	  Fig.263:	  ZucZug	  Bottom	  left	  and	  middle:	  2012	  “Local	  Food	  Market”	  Collection	  1	  –	  Fish	  
(ChinaSSPP.com,	  2013),	  Belly	  Pork	  (Douban,	  2012a);	  right:	  “Local	  Food	  Market”	  Collection	  2	  –	  
Banana	  (Iliang	  Cang,	  2012a)	  
	  
	  




Fig.264	  -­‐	  Fig.266:	  Vmajor	  Top	  left	  to	  right:	  2014	  A/W	  collection	  “Neo”	  –	  Inspired	  by	  the	  Art	  
Nouveau	  elements	  from	  Paris	  (Vmajor,	  2014b)	  
Fig.267	  -­‐	  Fig.270:	  Vmajor	  Middle	  left:	  2013	  A/W	  collection	  “Tranoi”	  	  (Vmajor,	  2013);	  middle	  right	  
and	  bottom	  left	  and	  right:	  2014	  A/W	  collection	  “Neo”	  (Vmajor,	  2014b)	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Vmajor	  is	  another	  domestic	  Chinese	  brand	  that	  has	  no	  trace	  of	  stereotypical	  signs	  in	  its	  
brand	  image	  or	  on	  any	  of	  the	  surface	  designs	  of	  its	  merchandise.	  The	  brand	  designer,	  
Victor	  Zhu,	  who	  was	  born	  in	  the	  1980s,	  was	  greatly	  influenced	  by	  the	  enormous	  amount	  
of	  global	  information	  available	  on	  the	  new	  media,	  in	  addition	  to	  receiving	  an	  open-­‐style	  
design	  education	  from	  London.	  He	  mentioned	  that	  his	  design	  inspiration	  came	  mostly	  
from	  personal	  experiences	  and	  individual	  preferences	  (Zhu,	  2014),	  and	  this	  is	  reflected	  
in	  the	  Vmajor	  brand	  designs.	  He	  stated	  that	  the	  brand	  once	  attempted	  to	  deploy	  the	  
typical	  ‘China	  style’	  motifs	  on	  designs	  when	  it	  first	  started	  in	  2008,	  but	  then	  soon	  
decided	  that	  such	  surface	  decorations	  did	  not	  match	  the	  brand’s	  vision	  for	  its	  
development.	  So	  when	  Vmajor	  was	  relaunched	  in	  2012,	  the	  brand	  designs	  were	  
oriented	  towards	  a	  Western	  approach	  that	  was	  inspired	  by	  the	  personal	  experience	  of	  
the	  two	  co-­‐founder-­‐designers,	  who	  had	  travelled	  around	  Europe	  and	  enjoyed	  
memorable	  life	  experiences	  in	  those	  gap	  years.	  They	  transformed	  their	  inspiration	  
including	  sounds	  (music),	  into	  various	  elements,	  such	  as	  images,	  fabrics,	  texture,	  to	  
generate	  a	  set	  of	  design	  collections.	  This	  practice	  has	  followed	  the	  Western	  design	  
methods	  that	  both	  designers	  learned	  during	  their	  training	  in	  London.	  
	  
An	  A/W	  ’14	  collection,	  “Neo”,	  was	  inspired	  by	  a	  trip	  to	  Paris	  and	  was	  full	  of	  nostalgic	  Art	  
Nouveau	  visual	  elements.	  The	  designs	  applied	  signs	  of	  geometric	  forms,	  plain	  lines,	  and	  
floral	  patterns	  (see	  Figures	  264	  -­‐	  266)	  that	  embodied	  the	  new	  perspective	  of	  the	  Chinese	  
designers,	  who	  intended	  to	  generate	  a	  new	  sense	  of	  Chinese	  identity	  for	  their	  
generation.	  Zhu	  (2014)	  stated	  one	  example	  is	  the	  sign	  of	  pattern	  cutting:	  the	  brand	  
favoured	  Western	  oversized	  designs	  with	  over	  80%	  of	  their	  designs	  in	  this	  style	  (see	  
Figures	  267	  -­‐	  270),	  and	  prepared	  two	  sets	  of	  pattern	  cutting—a	  larger	  one	  in	  Western	  
sizes	  and	  a	  smaller	  one	  in	  Asian	  sizes.	  This	  goes	  against	  the	  traditional	  Chinese	  tight-­‐
style	  pattern	  cutting	  such	  as	  the	  qipao	  that	  highlights	  the	  woman’s	  feminine	  body	  
shape.	  In	  view	  of	  Sung’s	  comments	  about	  the	  practices	  of	  domestic	  LCBs	  (2010),	  the	  
evidence	  proves	  that	  overseas-­‐educated	  Chinese-­‐origin	  fashion	  designers	  are	  keen	  to	  
take	  a	  hybrid	  design	  approach	  without	  Chinese	  tropes,	  whereas	  Sung	  also	  stated	  that	  
the	  practice	  of	  Chinese	  trope	  deployment	  is	  more	  likely	  from	  domestic	  trained	  
designers.	  By	  referring	  to	  ZucZug’s	  designs,	  it	  totally	  proves	  that	  the	  emerging	  domestic	  
LCB	  designs	  are	  moving	  in	  the	  opposite	  direction	  to	  the	  conventional	  designs.	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Hong	  Kong	  SAR	  and	  mainland	  China:	  The	  fading	  away	  of	  Chinese	  authenticity	  
Since	  the	  early	  development	  of	  the	  brand,	  Shanghai	  Tang	  had	  offered	  an	  exclusive	  
tailoring	  service	  “Imperial	  Tailor”	  (Clark,	  2009b)	  and	  launched	  its	  “Authentic”	  collection	  
(see	  Figures	  271	  -­‐	  272).	  Tailoring	  has	  a	  long	  history	  in	  China,	  especially	  for	  qipao	  
production.	  A	  group	  of	  skilful	  tailors	  from	  Shanghai	  were	  stationed	  in	  the	  Hong	  Kong	  
flagship	  store	  to	  provide	  a	  quality	  master-­‐tailoring	  service	  to	  customers.	  To	  a	  certain	  
extent,	  Shanghai	  Tang	  built	  up	  its	  brand	  uniqueness	  among	  its	  local	  and	  international	  
counterparts	  by	  providing	  this	  exclusive	  service,	  which	  preserved	  Chinese	  authenticity.	  
However,	  the	  qipao	  is	  mostly	  worn	  on	  special	  occasions	  these	  days	  so	  that	  it	  may	  be	  
regarded	  as	  a	  luxury	  with	  its	  authentic	  value,	  but	  its	  popularity	  is	  fading	  because	  the	  
tight-­‐fitting	  style	  no	  longer	  fits	  with	  the	  daily	  practices	  of	  modern	  women.	  This	  qipao	  is	  
in	  low	  demand	  from	  the	  majority	  of	  the	  market.	  
	  
From	  2000	  onwards,	  Shanghai	  Tang	  continuously	  provided	  “Imperial	  Tailor”	  tailoring	  
service,	  but	  at	  the	  same	  time,	  the	  brand	  also	  transformed	  the	  authentic	  sign	  of	  the	  
qipao	  into	  various	  contemporary	  forms	  for	  ready-­‐to-­‐wear	  collections.	  The	  Qipao	  is	  one	  
of	  the	  typical	  signs	  representing	  the	  Chinese	  culture	  with	  a	  specific	  shape	  in	  the	  tight-­‐
fitting	  cut	  that	  presents	  the	  body	  shape	  of	  women	  and	  shows	  off	  their	  elegant	  gestures	  
when	  wearing	  the	  dress.	  It	  was	  a	  signature	  Chinese	  sign	  for	  many	  centuries	  and	  once	  
regarded	  as	  daily	  wear	  in	  Chinese	  society.	  Based	  on	  the	  original	  form	  of	  the	  qipao,	  
Shanghai	  Tang	  made	  a	  historical	  change	  to	  the	  distinctive	  cut	  of	  the	  dress.	  One	  of	  the	  
interview	  participants,	  a	  Shanghai	  Tang	  designer	  for	  ten	  years	  from	  2000,	  stated	  the	  
difference:	  ‘originally,	  the	  traditional	  qipao	  had	  its	  own	  style	  of	  two	  buttons	  (frog	  
buttons)	  at	  the	  front	  with	  a	  zipper	  at	  the	  side,	  but	  there	  was	  a	  significant	  change	  moving	  
the	  zipper	  to	  the	  back	  from	  the	  year	  2000	  after	  the	  Richemont	  SA	  group	  came	  on	  board	  
(The	  interviewee,	  2014)	  (see	  Figures	  273	  -­‐	  275).	  This	  change	  was	  obviously	  designed	  to	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Fig.271	  -­‐	  Fig.272:	  Shanghai	  Tang	  Left	  and	  right:	  2000	  “Imperial	  Tailor”	  exclusive	  service	  and	  
“Authentic”	  collection	  (Juliayunwonder,	  2010)	  
	  
The	  old	  pattern	  cutting	  was	  altered	  to	  a	  new	  ready-­‐to-­‐wear	  style	  that	  fit	  the	  general	  
S	  (small),	  M	  (medium),	  and	  L	  (large)	  sizes	  of	  universal	  female	  body	  shapes	  instead	  of	  the	  
tailored	  tight-­‐fitting	  dress	  custom-­‐made	  for	  one	  individual.	  The	  new	  style	  preserved	  the	  
frog	  buttons	  in	  appearance,	  but	  they	  were	  now	  for	  decoration	  only,	  with	  no	  function.	  
Other	  forms	  of	  contemporary	  qipao	  included	  alterations	  from	  a	  long	  dress	  (as	  qipao	  is	  
also	  called	  a	  Cheung	  Sam–meaning	  long	  dress)	  to	  a	  mini-­‐skirt	  (see	  Figure	  276),	  and	  from	  
a	  tailor-­‐made	  form	  to	  ready-­‐to-­‐wear	  knitwear	  and	  tops	  (see	  Figures	  277	  -­‐	  278).	  This	  
entire	  shift	  completely	  ignored	  the	  authenticity	  of	  the	  Chinese	  master	  craftsmanship.	  It	  
also	  led	  to	  a	  conflict	  in	  the	  brand	  strategy,	  causing	  confusion	  as	  to	  whether	  the	  brand	  
was	  positioning	  itself	  as	  a	  fast-­‐fashion	  brand	  or	  as	  a	  quality	  luxury	  brand	  with	  concern	  
for	  preservation.	  The	  new	  sign	  of	  the	  redefined	  qipao	  is	  not	  fundamentally	  different	  to	  
the	  signs	  of	  decorative	  symbols	  and	  just	  presents	  a	  surface	  ‘China	  style’	  look.	  This	  
practice	  proves	  some	  scholars’	  views	  that	  the	  brands	  are	  ‘selling	  Chinese	  identities	  in	  
the	  changing	  lifestyle	  environment	  in	  China’	  and	  it	  definitely	  has	  been	  ‘arousing	  anxiety	  
over	  Chinese	  identity’	  (Giddens,	  1991;	  Zhu	  and	  Lam,	  2006).	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Fig.273	  –	  Fig.275:	  Shanghai	  Tang	  Top	  left:	  2013	  Modern	  qipao	  (Shanghai	  Tang,	  2013);	  2014	  
middle	  and	  right:	  Qipao	  with	  decorated	  frog	  buttons	  and	  back	  zipper	  (Shanghai	  Tang,	  2014)	  
Fig.276:	  Shanghai	  Tang	  Middle	  left:	  2010	  Mini-­‐skirt	  qipao	  style	  (Magazeta,	  2010)	  
Fig.277	  –	  Fig.278:	  Shanghai	  Tang	  Middle	  middle:	  2011	  knitwear	  (Denim	  Jeans	  Observer,	  2011);	  
right:	  2012	  top	  (Pinterest,	  2012f)	  
Fig.279	  –	  Fig.283:	  Shanghai	  Tang	  Bottom	  left:	  2007	  Identity	  of	  Mandarin	  Collar	  Society	  (MCS)	  
(Searchtmr,	  2007)	  and	  trademark	  of	  MCS	  (Markify,	  2011);	  bottom	  middle	  to	  right:	  2007	  Signature	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In	  order	  to	  rejuvenate	  the	  Chinese	  dressing	  style,	  the	  French	  executive	  chairman	  of	  
Shanghai	  Tang,	  Raphael	  le	  Masne	  de	  Chermont,	  initiated	  the	  Mandarin	  Collar	  Society	  
(MCS)	  in	  2007	  (see	  Figures	  279	  -­‐	  283).	  	  The	  society	  aims	  to	  move	  against	  the	  Western	  
necktie	  culture	  by	  encouraging	  men	  to	  wear	  the	  Mandarin	  collar.	  The	  society	  was	  set	  up	  
for	  private	  membership	  only,	  and	  invitations	  were	  only	  sent	  to	  higher-­‐level	  businessmen	  
and	  entrepreneurs	  who	  were	  leaders	  in	  their	  professions	  and	  had	  influential	  power	  in	  
society.	  According	  to	  a	  statement	  by	  the	  MCS,	  ‘neckties	  cannot	  be	  worn	  with	  today’s	  
ultimate	  style	  statement,	  the	  Mandarin	  collar’	  (Crampton,	  2007).	  This	  shows	  that	  
Shanghai	  Tang	  intended	  to	  bring	  about	  a	  revolutionary	  change	  in	  the	  fashion	  industry	  
through	  the	  MCS,	  positioned	  with	  the	  brand’s	  strategy	  as	  a	  Chinese	  cultural	  torchbearer.	  
The	  Mandarin	  collar	  is	  the	  essence	  of	  Han-­‐style	  clothing,	  and	  applies	  to	  the	  cut	  of	  the	  
qipao	  in	  womenswear	  and	  the	  Zhong-­‐shan	  suit	  in	  menswear.	  Although	  this	  was	  a	  
provocative	  movement	  intended	  to	  introduce	  signs	  of	  signature	  and	  stereotypical	  
Chinese	  tropes	  into	  fashion	  trends	  in	  a	  global	  context,	  Raphael	  le	  Masne	  de	  Chermont	  
saw	  the	  challenge	  ahead	  noting,	  ‘strangely,	  it’s	  harder	  to	  convince	  the	  Chinese	  rather	  
than	  the	  Western	  businessmen	  to	  give	  up	  their	  neckties’	  (Loh,	  2010).	  This	  reflected	  the	  
preference	  of	  the	  modern	  Chinese	  for	  the	  Western	  dress	  code	  and,	  more	  importantly,	  
the	  Western	  lifestyle	  of	  Chinese	  in	  the	  twenty-­‐first	  century.	  
	  
Under	  foreign	  management	  with	  skilful	  international	  luxury	  branding	  practices,	  
Shanghai	  Tang	  claimed	  its	  Chinese	  heritage	  through	  its	  tailoring	  service	  and	  the	  
establishment	  of	  the	  Mandarin	  Collar	  Society.	  However,	  the	  popularity	  of	  the	  tailoring	  
service	  lagged	  far	  behind	  that	  of	  its	  mass-­‐produced	  fast	  fashion	  lines,	  and	  both	  the	  
qipao	  and	  the	  Mandarin	  collar	  also	  failed	  to	  achieve	  a	  leading	  position	  in	  fashion	  trends.	  
Strategically,	  the	  brand	  tried	  to	  embed	  the	  historical	  Chinese	  signs	  in	  designs	  with	  
further	  developments	  in	  decorative	  elements	  and	  cuts.	  While	  some	  designs	  received	  
attention	  from	  the	  press	  for	  their	  new	  interpretation	  of	  Chinese	  costumes	  and	  for	  the	  
exclusive	  approach	  among	  the	  other	  LCBs,	  it	  is	  arguable	  that	  the	  refined	  designs	  lost	  
quality	  in	  terms	  of	  authenticity.	  The	  practice	  also	  received	  a	  negative	  response	  for	  
originality	  in	  brand	  reputation	  and	  the	  brand	  has	  instead	  acquired	  a	  blurred	  image	  as	  an	  
LCB.	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ZucZug	  designers	  interpreted	  Chinese	  culture	  in	  a	  way	  that	  constructed	  Chinese	  tropes	  
out	  of	  ordinary	  Chinese	  designs.	  For	  instance,	  a	  “ZucZug	  +	  Smile	  Smile	  Shoes”	  footwear	  
collection,	  which	  crossed	  over	  with	  the	  local	  footwear	  brand,	  KKtP,	  was	  launched	  in	  
2013.	  The	  designs	  for	  this	  footwear	  collection	  embedded	  the	  form	  of	  typical	  Chinese	  
cotton	  shoes—an	  inexpensive,	  symbolic	  Chinese	  product	  for	  workers	  as	  casualwear.	  The	  
cotton	  shoes	  were	  transformed	  into	  a	  heeled	  style	  and	  produced	  from	  a	  mixture	  of	  
materials	  (see	  Figure	  284).	  Another	  example	  can	  be	  seen	  in	  a	  chair	  exhibition,	  a	  
crossover	  project	  with	  the	  local	  furniture	  designer	  Kuzi	  Ko	  (⾼高古奇)	  in	  2013.	  The	  chairs	  
were	  designed	  by	  borrowing	  the	  structure	  of	  traditional	  Chinese	  furniture	  but	  
reconstructed	  with	  new	  materials	  and	  also	  evolved	  their	  forms	  into	  contemporary	  
furniture	  styles	  (see	  Figure	  285).	  In	  the	  former	  case,	  people	  have	  questioned	  whether	  
the	  casualwear	  purpose	  of	  Chinese	  cotton	  shoes	  has	  been	  lost	  in	  the	  transformation	  
into	  heeled	  shoes.	  And	  in	  the	  latter,	  although	  the	  technique	  has	  been	  preserved,	  the	  





Fig.284	  -­‐	  Fig.285:	  ZucZug	  Top	  and	  bottom:	  2013	  Reconstructed	  typical	  Chinese	  
signs	  of	  cotton	  shoes	  (ZucZug,	  2013)	  and	  furniture	  (ZucZug,	  2015)	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2010	  -­‐	  2014	  
	  
Hong	  Kong	  SAR:	  Building	  up	  original	  brand	  signatures	  
Besides	  employing	  a	  few	  stereotypical	  Chinese	  tropes	  in	  its	  gift	  segment,	  Tang	  Tang	  
Tang	  Tang	  has	  followed	  international	  luxury	  branding	  practice	  and	  created	  its	  own	  brand	  
monogram	  collection,	  which	  no	  LCB	  had	  done	  before.	  The	  four	  letters	  ‘T’,	  ‘A’,	  ‘N’,	  and	  
‘G’	  (TANG,	  the	  founder’s	  surname)	  from	  the	  brand	  name	  were	  manipulated	  to	  form	  a	  
three-­‐dimensional	  geometric	  monogram	  filled	  with	  yellow	  and	  grey	  colours.	  The	  
monogram	  is	  repeatedly	  deployed	  as	  a	  pattern	  to	  become	  a	  brand	  supergraphic	  
(namely,	  the	  visual	  elements	  associated	  with	  brand	  identity)	  (see	  Figures	  286	  -­‐	  287),	  to	  
enhance	  brand	  recognition	  and	  its	  appeal	  to	  customers	  who	  like	  to	  use	  a	  signature	  sign	  
with	  brand	  elements	  to	  indicate	  their	  social	  status.	  The	  applications	  of	  the	  monogram	  
include	  merchandise	  for	  both	  children	  and	  adults	  (see	  Figures	  288	  -­‐	  290).	  The	  brand	  
designer	  has	  great	  ambitions	  to	  build	  up	  an	  ultimate	  Chinese	  signature	  brand	  in	  every	  
lifestyle	  sector.	  This	  branding	  practice	  is	  effective	  in	  helping	  to	  generate	  brand	  
differentiation	  and	  enhance	  the	  social	  status	  of	  luxury	  goods	  ownership.	  However,	  the	  
monogram	  collection	  combined	  the	  brand	  image	  with	  the	  brand	  colours	  of	  yellow,	  grey,	  
and	  ivory	  without	  any	  visual	  elements	  identical	  to	  the	  gift	  segment,	  but	  for	  the	  
geometric	  letters.	  This	  may	  have	  lost	  sight	  of	  the	  holistic	  attributes	  of	  the	  brand	  and	  
resulted	  in	  a	  weak	  overall	  image.	  Ironically,	  the	  monogram	  sign	  of	  Tang	  Tang	  Tang	  Tang	  
has	  not	  been	  a	  success	  since	  the	  brand	  has	  not	  achieved	  the	  same	  reputation	  as	  its	  




Fig.286	  –	  Fig.287:	  Tang	  Tang	  Tang	  Tang	  Left	  and	  right:	  2013	  ‘T’,	  ‘A’,	  ‘N’,	  ‘G’	  geometric	  monogram	  
(Tang	  Tang	  Tang	  Tang,	  2013)	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Fig.288	  –	  Fig.290:	  Tang	  Tang	  Tang	  Tang	  Top	  left:	  2013	  Bag;	  top	  right:	  baby	  bib;	  
bottom:	  passport	  holder	  (Tang	  Tang	  Tang	  Tang,	  2013)
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2010	  –	  2014	  
	  
Mainland	  China:	  Reforming	  Chinese	  tropes	  
There	  is	  some	  evidence	  to	  show	  that	  the	  reform	  of	  Chinese	  tropes	  displayed	  the	  
individual	  thinking	  and	  ambition	  of	  the	  new	  generation	  of	  Chinese	  designers.	  ZucZug’s	  
Chinese	  New	  Year	  promotion	  series,	  “ZucZug	  for	  U”	  and	  “Nothing	  –	  没亊⼉儿系列 ”,	  
incorporated	  the	  Chinese	  zodiac	  theme	  to	  celebrate	  the	  lunar	  Chinese	  New	  Year.	  	  
ZucZug	  designers	  amused	  consumers	  with	  a	  contemporary	  way	  of	  interpreting	  Chinese	  
culture.	  In	  the	  Year	  of	  the	  Rabbit	  2011,	  the	  collection	  “Catch	  Me!	  Catch	  Time”	  
embedded	  the	  folktale	  of	  the	  “running	  rabbit”	  as	  a	  theme	  and	  was	  promoted	  with	  the	  
slogan	  ‘Catch	  the	  rabbit,	  then	  you	  can	  catch	  the	  time’	  in	  order	  to	  generate	  narrative	  
content	  beyond	  the	  motif	  alone	  (see	  Figures	  291	  -­‐	  292).	  The	  slogan	  ‘Catch	  the	  time’	  
reflected	  the	  lifestyle	  of	  cosmopolitan	  Chinese,	  who	  were	  well	  educated,	  lived	  smart,	  
and	  had	  become	  internationalist.	  In	  another	  example,	  the	  Year	  of	  Snake	  2013,	  the	  brand	  
employed	  a	  well-­‐known	  Chinese	  folktale	  “The	  legend	  of	  white	  snake	  ⽩白蛇传 ”and	  
extracted	  the	  beautiful	  snake-­‐human	  love	  story	  line	  as	  a	  selling	  point	  to	  create	  a	  fashion	  
collection	  in	  a	  more	  humorous	  style	  (see	  Figures	  293	  -­‐	  294).	  The	  collection	  was	  
supported	  by	  set	  of	  illustrated	  displays	  for	  visual	  merchandising	  and	  promotion	  that	  
drew	  consumers’	  attention	  and,	  by	  doing	  so,	  may	  have	  encouraged	  the	  younger	  




Fig.291	  -­‐	  Fig.292:	  ZucZug	  Left	  to	  right:	  2011	  “ZucZug	  for	  U”	  series	  –	  “Catch	  Me!	  Catch	  Time”	  
poster	  and	  desktop	  calendar	  (Douban,	  2012c;	  Douban,	  2012d)	  
	  





Fig.293	  –	  Fig.294:	  ZucZug	  Top	  left	  to	  right:	  2013	  “ZucZug	  for	  U”	  series	  –	  “The	  legend	  of	  white	  
snake“	  jumpers	  (Taobao,	  2017)	  (Guoku,	  2013)	  
	  




Fig.295	  –	  Fig.297:	  ZucZug	  2013	  “ZucZug	  for	  U”	  series	  –	  “The	  legend	  of	  white	  snake“	  Collection	  
identity	  (Douban,	  2012b);	  visual	  merchandising	  (Douban,	  2013a;	  Douban,	  2013b)	  
Fig.298:	  ZucZug:	  2014	  “ZucZug	  +	  Moretime”	  series	  –	  Character	  design:	  Ma	  X	  X	  –	  ⻢马某某 
(Douban,	  2013c)	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A	  further	  example	  occurred	  in	  the	  Year	  of	  Horse	  2014:	  the	  brand	  generated	  a	  horse	  
character	  named	  Ma	  X	  X	  (⻢马某某),	  which	  was	  created	  by	  ZucZug	  brand	  illustrator	  Cui	  Yi	  
Mao (崔议⽑毛).	  The	  horse—with	  surname	  Ma	  (the	  same	  Chinese	  character	  as	  ‘horse’	  in	  
written	  form)	  and	  first	  name	  X	  X	  (某某)	  (meaning	  anybody	  and	  referring	  to	  the	  fact	  that	  
it	  could	  be	  any	  of	  us),	  and	  having	  a	  human	  body	  and	  a	  horse’s	  head—represented	  the	  
zodiac	  of	  the	  Year	  of	  the	  Horse	  and	  aimed	  to	  reflect	  the	  individualist	  lifestyle	  of	  the	  
modern	  Chinese.	  The	  horse	  sign	  represented	  freedom	  of	  life,	  enjoyment	  of	  financial	  
success	  and	  individualism	  (see	  Figure	  298).	  These	  three	  zodiac	  sign	  collections	  deployed	  
Chinese	  tropes	  in	  a	  contemporary	  style	  and	  presented	  Chinese	  themes	  with	  a	  subtle	  
mind-­‐set.	  The	  designs	  successfully	  reflected	  the	  modern	  Chinese	  lifestyle	  and	  engaged	  
the	  younger	  generation	  of	  Chinese	  consumers.	  
	  
ZucZug	  also	  included	  the	  existing	  Chinese	  cultural	  elements	  in	  designs.	  Shanghainese	  
barbershop	  was	  one	  of	  the	  design	  themes	  in	  a	  ZucZug	  fashion	  collection	  of	  2013.	  The	  
signature	  barbershop	  was	  popular	  in	  1930s	  Shanghai	  and	  this	  handcraft	  lasted	  until	  the	  
twenty-­‐first	  century.	  ZucZug	  transformed	  this	  memorable	  retro-­‐iconic	  sign,	  which	  
included	  the	  trademark	  of	  a	  neon	  light	  spinning	  pole	  with	  red,	  white,	  and	  blue	  colours,	  
into	  a	  core	  graphic	  pattern	  in	  the	  collection,	  and	  also	  developed	  a	  set	  of	  humorous	  
designs	  such	  as	  an	  image	  of	  hair	  rollers	  (for	  perming	  hair)	  on	  a	  shower	  cap	  and	  using	  a	  
curly-­‐haired	  wig	  as	  a	  shoulder	  bag,	  thereby	  embracing	  Chinese	  culture	  in	  a	  modern	  and	  
quirky	  design	  interpretation	  (see	  Figures	  299	  -­‐	  301).	  
	  
Generally,	  the	  domestic	  luxury	  Chinese	  lifestyle	  fashion	  brands	  have	  taken	  a	  variety	  of	  
branding	  approaches	  to	  constructing	  signs.	  Taking	  ZucZug	  as	  an	  example,	  visual	  
elements	  from	  its	  brand	  merchandise	  project	  a	  post-­‐modern	  Chinese	  feel.	  In	  the	  
interview	  with	  designer	  Wang	  Yi-­‐yang,	  he	  stated	  that	  ‘symbols	  in	  ZucZug	  embody	  
globalisation	  and	  cater	  to	  the	  generation	  of	  internet	  users,	  reflecting	  the	  perspectives	  of	  
urban	  lifestyle	  on	  mainland	  China	  through	  design’	  (Wang,	  2014).	  ZucZug’s	  brand	  designs	  
did	  not	  limit	  themselves	  to	  applying	  visual	  elements	  to	  surfaces,	  they	  also	  took	  an	  
innovative	  approach	  to	  materials.	  “Klee	  klee	  啦”	  (formerly	  named	  as	  “sign	  language”),	  
an	  organic	  collection,	  employed	  natural	  dyes	  and	  colours	  in	  a	  variety	  of	  eco-­‐friendly	  
fabrics	  and	  materials	  (see	  Figures	  302	  –	  304).	  ZucZug,	  as	  a	  young	  brand	  on	  the	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international	  luxury	  market,	  committed	  great	  effort	  to	  material	  innovation	  and	  
produced	  some	  quality	  natural	  and	  organic	  materials	  such	  as	  organic	  cotton,	  transitional	  
cotton,	  and	  organic	  wool	  for	  the	  collection,	  taking	  a	  ‘back	  to	  basics’	  approach.	  
	  
Another	  ZucZug	  collection,	  “Let’s	  blue!”,	  employed	  the	  authentic	  natural	  dyeing	  
technique	  for	  producing	  denim	  and	  transferred	  this	  skill	  to	  other	  fabrics	  and	  materials,	  
celebrating	  the	  long-­‐lasting	  colour	  blue	  and	  the	  organic	  nature	  of	  denim	  dye	  (see	  Figures	  
305	  -­‐	  307).	  Denim	  is	  one	  of	  America’s	  most	  distinctive	  cultural	  items	  and	  it	  expresses	  a	  
casual	  style	  and	  connotes	  a	  sense	  of	  freedom	  in	  China.	  This	  collection	  raised	  the	  profile	  
of	  denim	  and	  introduced	  a	  new	  sense	  of	  luxury	  to	  the	  domestic	  luxury	  China	  market.	  All	  
of	  these	  new	  signs	  have	  shifted	  the	  Chinese	  concept	  of	  extravagant	  luxury	  from	  surface	  
design	  to	  a	  subtler	  style	  with	  a	  quality-­‐oriented	  focus.	  Showing	  that	  luxury	  Chinese	  
consumers	  were	  moving	  towards	  to	  stage	  5	  ‘Way	  of	  life’	  in	  ‘the	  spread	  of	  luxury	  model’–




Fig.299	  –	  Fig.301:	  ZucZug	  Top	  left	  to	  right:	  2013	  1930s’	  old-­‐fashioned	  Shanghainese	  barbershop	  
series:	  curly-­‐haired	  wig	  shoulder	  bag	  (Douban,	  2014b),	  dress	  (Douban,	  2014a);	  Bottom:	  hair	  
rollers	  shower	  cap	  (Douban,	  2014c)	  
	  






Fig.302	  -­‐	  Fig.304:	  ZucZug	  Top	  left	  to	  right:	  2013	  “klee	  klee	  啦”	  organic	  collection	  
(formerly	  named	  “Sign	  language”)	  identities	  (ZucZug,	  2013)	  









Fig.308	  –	  Fig.310:	  Vmajor	  2014	  Great	  achievement	  in	  the	  International	  Wool	  Prize	  in	  Tokyo	  
(Vmajor,	  2015)	  
	  
Vmajor	  designers	  had	  experience	  of	  co-­‐operating	  with	  Chinese	  factories	  in	  production;	  
they	  had	  proactively	  generated	  inspirational	  ideas	  in	  material	  innovation	  for	  a	  creative	  
pathway	  to	  brand	  development.	  The	  brand	  designers	  sourced	  raw	  materials	  such	  as	  silk	  
(from	  Zhe	  Jiang),	  linen,	  and	  cotton	  from	  the	  domestic	  market,	  then	  redeveloped	  and	  
experimented	  those	  materials	  with	  their	  Chinese	  factory	  partners.	  This	  branding	  
practice	  became	  a	  great	  success	  and	  the	  brand	  continually	  won	  international	  awards	  
including	  the	  International	  Wool	  Prize,	  a	  prestigious	  award	  conferred	  in	  Tokyo	  in	  2014	  
(see	  Figures	  308	  -­‐	  310).	  This	  marked	  a	  significant	  achievement	  in	  terms	  of	  LCBs	  raising	  
their	  profile	  in	  the	  global	  luxury	  market.	  It	  also	  reflected	  the	  rapid	  growth	  of	  innovative	  
technology	  in	  China	  and	  the	  rise	  of	  a	  creative	  mind-­‐set	  among	  the	  young	  design	  
generation.	  
	  
Throughout	  the	  period	  1994-­‐2014,	  stereotypical	  Chinese	  signs	  were	  commonly	  
deployed	  by	  the	  LCBs	  from	  the	  China	  region,	  in	  particular	  those	  located	  in	  Hong	  Kong	  
SAR,	  where	  the	  pioneer	  luxury	  brands	  attracted	  the	  mass	  foreign	  market	  with	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ideological	  ‘China	  style’	  visual	  elements.	  This	  nostalgic	  visual	  practice	  lasted	  for	  20	  years	  
up	  to	  2014,	  in	  parallel	  with	  a	  hybrid	  East-­‐West	  style	  from	  2000	  onwards.	  The	  
combination	  of	  the	  two	  styles	  generated	  a	  blurred	  brand	  image	  for	  consumers,	  and	  
resulted	  in	  negative	  comments	  regarding	  the	  blending	  of	  the	  old	  and	  new	  styles	  (Luxury	  
Companies,	  2011).	  In	  contrast,	  the	  domestic	  luxury	  brand	  practice	  of	  deploying	  signs	  has	  
seen	  a	  dramatic	  change,	  from	  a	  style	  reliant	  on	  Chinese	  stereotypes	  in	  the	  early	  1990s	  to	  
the	  contemporary	  designs	  of	  the	  early	  2010s,	  which	  have	  generated	  a	  wide	  range	  of	  
Chinese	  identities	  with	  a	  rich	  variety	  of	  signs.	  The	  nostalgic	  Orientalism	  of	  ‘China	  style’	  
was	  a	  fantasy	  version	  China	  invented	  by	  the	  West	  and	  represented	  the	  Orient	  in	  a	  way	  
that	  was	  attractive	  to	  foreign	  consumers	  who	  had	  a	  limited	  understanding	  of	  the	  ‘exotic	  
continent’	  (Said,	  1994)	  of	  modern	  China.	  The	  LCBs	  successfully	  targeted	  foreigners	  and	  
tourists	  with	  stereotypical	  Chinese	  merchandise.	  But	  for	  the	  elite	  Chinese	  consumers,	  
who	  were	  fond	  of	  the	  well-­‐known	  global	  brands	  in	  the	  early	  1990s,	  were	  changing	  their	  
consumer	  preferences	  frequently	  and	  moved	  on	  to	  a	  focus	  on	  designs	  that	  displayed	  
originality	  and	  quality.	  	  
	  
The	  change	  in	  taste	  of	  the	  luxury	  Chinese	  consumers	  was	  reflected	  in	  most	  of	  the	  
domestic	  luxury	  Chinese	  lifestyle	  fashion	  brands,	  which	  successfully	  embedded	  the	  
Chinese	  culture	  in	  a	  subtle	  way	  and	  took	  a	  contemporary	  approach	  to	  the	  interpretation	  
of	  signs.	  The	  approaches	  to	  design	  styles	  underwent	  a	  significant	  change	  in	  terms	  of	  
originality	  and	  creativity.	  Designers	  from	  these	  domestic	  luxury	  lifestyle	  fashion	  brands	  
displayed	  a	  good	  understanding	  of	  the	  China	  market	  upon	  which	  they	  focused.	  In	  terms	  
of	  the	  topics	  used	  in	  the	  signs,	  Chinese	  customs	  and	  myths	  were	  still	  employed;	  
however,	  more	  and	  more	  of	  the	  new	  generation	  of	  LCB	  designers	  preferred	  to	  inject	  
individual	  thinking	  and	  their	  own	  experiences	  into	  the	  generation	  of	  designs,	  combining	  
them	  with	  a	  contemporary	  visual	  interpretation.	  The	  shift	  in	  creative	  approach	  not	  only	  
reflected	  the	  changing	  lifestyles	  of	  the	  mainland	  China	  market	  but	  also	  highlighted	  the	  
change	  in	  the	  aesthetic	  sense	  of	  the	  domestic	  luxury	  Chinese	  consumers.	  Nevertheless,	  
this	  trend	  allowed	  greater	  potential	  to	  unleash	  Chinese	  design	  talents	  and	  provided	  
plenty	  of	  room	  to	  generate	  visual	  representations	  of	  Chinese	  identities	  reflecting	  pop	  
culture	  for	  the	  twenty-­‐first	  century.	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Review	  of	  country	  of	  origin	  (COO)	  
In	  relation	  to	  the	  COO	  of	  the	  brands	  being	  studied,	  although	  both	  mainland	  and	  Hong	  
Kong	  SAR-­‐based	  LCBs	  can	  all	  be	  regarded	  as	  ‘Chinese	  brands’	  in	  terms	  of	  their	  political	  
geography,	  the	  two	  differ	  in	  many	  respects,	  and	  not	  only	  because	  of	  location.	  Most	  of	  
the	  Hong	  Kong	  SAR-­‐based	  luxury	  Chinese	  lifestyle	  fashion	  brands	  expanded	  their	  
business	  into	  the	  global	  market	  and	  have	  established	  branches	  in	  other	  cities	  after	  2000,	  
while	  those	  from	  the	  mainland	  focused	  on	  the	  local	  markets	  in	  China	  until	  the	  early	  
2010s.	  In	  terms	  of	  material	  objects,	  the	  Hong	  Kong	  SAR-­‐based	  brands	  developed	  a	  
holistic	  structure	  of	  well-­‐rounded	  merchandise	  sectors	  that	  covered	  the	  full	  range	  of	  
items	  used	  in	  daily	  life.	  These	  brands	  either	  focused	  on	  lifestyle	  products	  or	  home	  
accessories	  with	  limited	  fashion	  collections,	  whilst	  a	  majority	  of	  the	  domestic	  brands	  
produced	  womenswear	  and	  fashion	  accessories	  as	  their	  core	  brand	  merchandise.	  
	  
The	  visual	  taxonomies	  reveal	  that	  Chinese	  stereotypes,	  especially	  symbolic	  signs,	  were	  
commonly	  utilised	  by	  both	  domestic	  and	  Hong	  Kong	  SAR-­‐based	  luxury	  Chinese	  lifestyle	  
fashion	  brands	  in	  the	  early	  1990s.	  This	  phenomenon	  occurred	  continuously	  in	  the	  Hong	  
Kong	  SAR-­‐based	  brands	  for	  two	  decades,	  with	  a	  mix	  of	  contemporary	  and	  Western	  style	  
by	  the	  2010s.	  However,	  this	  trend	  in	  the	  use	  of	  Chinese	  tropes	  had	  reached	  its	  peak	  for	  
the	  domestic	  LCBs	  by	  2000,	  and	  the	  popular	  style	  for	  consumers	  then	  moved	  
dramatically	  from	  the	  typical	  symbolic	  Chinese	  designs	  to	  more	  contemporary	  designs.	  
Surprisingly,	  some	  domestic	  brands	  embedded	  Chinese	  culture	  in	  an	  intangible	  way	  in	  
their	  brand	  philosophies	  and	  produced	  material	  objects	  with	  contemporary	  signs	  and	  
subtle	  styling.	  This	  trend	  grew	  strongly	  in	  the	  domestic	  Chinese	  branding	  practices	  in	  the	  
early	  twenty-­‐first	  century.	  The	  question	  relates	  to	  the	  differentiation	  of	  brand	  directions	  
of	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  in	  the	  two	  different	  locations.	  
Without	  the	  deployment	  of	  Chinese	  tropes,	  it	  will	  be	  a	  challenge	  for	  a	  designer	  to	  
highlight	  a	  ‘Chinese	  brand’	  in	  the	  twenty-­‐first	  century.	  This	  study	  references	  the	  data	  
from	  a	  list	  of	  multiple	  case	  studies	  in	  order	  to	  address	  these	  questions	  in	  relation	  to	  the	  
COO	  in	  the	  practices	  of	  LCBs.	  
	  
The	  country	  of	  origin	  claim	  of	  a	  brand	  is	  a	  way	  of	  enabling	  luxury	  brands	  to	  add	  value	  in	  
order	  to	  gain	  recognition	  from	  the	  global	  market	  as	  well	  as	  loyalty	  from	  stakeholders.	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The	  term	  ‘Country	  of	  origin’	  in	  the	  luxury	  sector	  is	  associated	  with	  a	  guarantee	  of	  high	  
quality	  consisting	  of	  innovative	  ideas,	  precious	  product	  materials	  and	  fine	  craftsmanship	  
used	  in	  production—for	  instance,	  products	  with	  patents	  and	  handmade	  by	  masters	  and	  
experts.	  This	  leads	  to	  the	  generation	  of	  word-­‐of-­‐mouth	  marketing	  between	  consumers	  
and	  allows	  brands	  to	  gain	  a	  good	  reputation	  in	  the	  industry.	  The	  prominent	  strategic	  
brand	  consultancy	  FutureBrand	  (2014c)	  has	  stated	  that	  the	  majority	  of	  consumers	  have	  
three	  concerns	  about	  brand	  recognition	  in	  association	  with	  the	  COO:	  1)	  Heritage	  
(historical	  background	  is	  originated	  from	  the	  country);	  2)	  Design	  (‘design	  and	  patents	  are	  
emerging	  from	  talent	  in	  the	  country’);	  and	  3)	  Production	  (‘parts	  of	  the	  production	  
process	  in	  the	  origin	  nation’).	  Despite	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  
brands	  having	  only	  a	  short	  history—most	  were	  established	  in	  the	  1990s	  and	  can	  hardly	  
claim	  brand	  heritage—this	  research	  will	  take	  the	  three	  concerns	  into	  account	  for	  the	  
investigation	  as	  a	  whole.	  
	  
The	  analysis	  of	  material	  objects	  and	  signs	  leads	  to	  a	  deeper	  investigation	  of	  the	  
difference	  in	  brand	  strategies	  between	  the	  Hong	  Kong	  SAR-­‐based	  and	  the	  domestic	  
luxury	  Chinese	  lifestyle	  fashion	  brands,	  in	  which	  luxury	  Chinese	  designs	  are	  moving	  in	  
opposite	  directions.	  Some	  evidence	  from	  the	  interviews	  of	  the	  multiple	  case	  studies	  
showed	  that	  much	  detail	  is	  involved	  in	  defining	  a	  ‘luxury	  Chinese	  brand’,	  including	  the	  
declaration	  of	  the	  start-­‐up	  location,	  the	  branch	  location(s),	  and	  the	  place(s)	  of	  
production	  of	  each	  brand.	  In	  addition,	  the	  origin	  of	  brand	  operators	  and	  designers	  as	  
well	  as	  the	  ways	  they	  collect	  sources	  and	  knowledge	  of	  Chinese	  culture	  for	  strategic	  
planning,	  idea	  inspiration,	  and	  design	  generation	  are	  also	  an	  important	  part	  of	  the	  
investigation.	  Lastly,	  the	  designers’	  views	  of	  the	  COO	  cannot	  be	  ignored	  either.	  These	  
factors	  are	  all	  associated	  with	  the	  COO	  and	  potentially	  prove	  its	  major	  role	  in	  defining	  
‘Designed	  in	  China’	  in	  luxury	  branding	  practices	  in	  a	  global	  context.	  The	  following	  section	  
provides	  detail	  about	  the	  analysis	  and	  includes	  different	  opinions	  about	  the	  term	  
‘Country	  of	  origin’	  from	  the	  interview	  participants	  and	  the	  brand	  representatives	  who	  
were	  involved	  in	  generating	  ‘Chinese	  designs’	  in	  the	  last	  two	  decades.	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Start-­‐up	  location	  
Tencent	  (2010),	  reporting	  in	  an	  online	  fashion	  platform	  in	  China,	  described	  the	  huge	  
contrast	  in	  designs	  between	  the	  domestic	  Chinese	  fashion	  designers	  and	  those	  who	  had	  
received	  an	  overseas	  Western	  education.	  The	  latter	  preferred	  an	  international	  design	  
approach	  and	  did	  not	  use	  Chinese	  stereotypes.	  However,	  the	  article	  only	  showed	  the	  
changing	  pattern	  in	  the	  domestic	  market	  and	  did	  not	  take	  into	  account	  the	  rather	  larger	  
difference	  between	  domestic	  and	  the	  Hong	  Kong	  SAR-­‐based	  LCB	  designs.	  As	  Thakor	  and	  
Lavack	  (2003,	  cited	  in	  Guzman,	  2005)	  state,	  brand	  origin	  is	  undoubtedly	  one	  of	  the	  
essences	  required	  to	  generate	  the	  cultural	  content	  of	  designs.	  In	  the	  first	  instance,	  the	  
start-­‐up	  location	  will	  be	  taken	  into	  account	  to	  define	  a	  brand’s	  COO.	  Evidence	  suggests	  
that	  LCBs	  not	  only	  had	  geographical	  differences	  but	  also	  had	  variable	  historical	  
backgrounds.	  	  
	  
Although	  the	  luxury	  brands	  from	  both	  locations	  are	  regarded	  as	  ‘Chinese	  brands’	  from	  a	  
global	  viewpoint,	  Hong	  Kong	  SAR	  has	  a	  colonial	  legacy	  after	  being	  under	  British	  rule	  for	  
the	  100	  years	  up	  to	  1997.	  With	  a	  hundred	  years	  of	  cultural	  blending,	  this	  historical	  
legacy	  explains	  the	  close	  link	  between	  the	  colonial-­‐West	  and	  the	  Chinese-­‐East	  cultures	  
associated	  with	  the	  hybrid	  style	  of	  the	  Hong	  Kong	  SAR-­‐based	  LCBs.	  The	  majority	  of	  LCBs	  
from	  Hong	  Kong	  SAR	  share	  the	  common	  practice	  of	  deploying	  stereotypical	  Chinese	  
signs	  in	  Western	  lifestyle	  products	  to	  create	  a	  ‘China	  style’	  that	  generates	  a	  strong	  visual	  
impact.	  In	  contrast,	  domestic	  LCBs	  gradually	  shifted	  from	  Chinese	  stereotypes	  in	  the	  
early	  stage	  to	  a	  completely	  fresh	  and	  new	  look	  from	  around	  2002	  to	  2014	  and	  beyond,	  
to	  present	  the	  ‘luxury	  Chinese	  brand’.	  This	  raises	  the	  question	  of	  how	  the	  two	  types	  can	  
truly	  represent	  China.	  Although	  there	  should	  be	  no	  boundary	  when	  we	  look	  at	  China	  as	  
a	  whole,	  to	  some	  extent	  this	  research	  takes	  the	  mainland	  as	  a	  focus	  for	  the	  investigation	  
of	  shifting	  lifestyles,	  and	  also	  takes	  into	  account	  the	  differences	  in	  branding	  practices	  
lying	  behind	  the	  label	  ‘Designed	  in	  China’.	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Branch	  location(s)	  
Besides	  the	  historical	  background	  of	  the	  start-­‐up	  locations	  of	  brands	  leading	  to	  different	  
cultural	  representations,	  the	  location	  of	  the	  branch	  in	  which	  the	  strategic	  brand	  
planning	  takes	  place	  also	  underpins	  the	  issue,	  as	  market	  segmentation	  is	  one	  of	  the	  
factors	  related	  to	  the	  future	  plan	  in	  brand	  development.	  In	  the	  early	  1990s,	  Shanghai	  
Tang	  targeted	  both	  the	  foreign	  elite	  of	  Hong	  Kong	  SAR	  and	  the	  Western	  tourists	  from	  
overseas;	  the	  brand	  opened	  a	  prominent	  flagship	  store	  in	  Pedder	  Street	  in	  Central,	  Hong	  
Kong	  SAR	  (Central	  is	  regarded	  as	  the	  East-­‐meet-­‐West	  area	  where	  most	  of	  the	  foreigners	  
work	  and	  shop),	  drawing	  the	  world’s	  attention	  to	  the	  first	  luxury	  lifestyle	  brand	  in	  China.	  
Although	  the	  nostalgic	  1920s	  Shanghai	  style	  was	  successful	  for	  building	  the	  visual	  
representation	  of	  an	  LCB	  image	  in	  Hong	  Kong	  SAR,	  it	  was	  a	  failure	  when	  the	  brand	  
opened	  its	  first	  branch	  in	  Madison	  Avenue	  in	  New	  York	  in	  November	  1997.	  Hays	  (1999)	  
wrote	  an	  article	  in	  The	  New	  York	  Times	  with	  the	  title	  ‘A	  fashion	  mistake	  on	  Madison	  
Avenue;	  humbling	  end	  for	  Shanghai	  Tang	  and	  its	  gaudy	  take	  on	  Chinese	  style’.	  The	  
article	  was	  of	  the	  opinion	  that	  Shanghai	  Tang’s	  early	  ambitions	  had	  resulted	  in	  failure	  
not	  only	  due	  to	  the	  high	  rental	  price	  in	  New	  York,	  but	  also	  due	  to	  the	  ‘entrepreneurial	  
hubris’	  of	  the	  Hong	  Kong	  businessman,	  David	  Tang,	  and	  the	  ‘ultraflashy	  emporium	  of	  
Chinese-­‐inspired	  clothing’	  that	  was	  in	  such	  obvious	  contrast	  to	  the	  fashionable	  New	  York	  
style.	  The	  New	  York	  branch	  was	  later	  downsized	  from	  a	  12,500	  ft2	  store	  to	  a	  relatively	  
small	  new	  location	  in	  the	  city.	  
	  
Compared	  to	  Shanghai	  Tang,	  Chinese-­‐born	  and	  Hong	  Kong	  SAR-­‐raised	  fashion	  designer	  
Vivienne	  Tam,	  who	  established	  a	  ‘China	  Chic’	  brand	  with	  her	  name	  in	  New	  York	  in	  the	  
early	  1990s,	  enjoyed	  extraordinary	  success.	  Tam	  also	  applied	  ‘China	  style’	  elements	  but	  
it	  was	  quirkier	  in	  comparison	  to	  Shanghai	  Tang’s	  nostalgic	  merchandise.	  The	  different	  
business	  outcomes	  may	  be	  related	  to	  the	  fact	  that	  Vivienne	  Tam	  was	  focused	  solely	  on	  
the	  womenswear	  fashion	  sector,	  which	  was	  constantly	  changing,	  rather	  than	  trying	  to	  
cover	  all	  the	  lifestyle	  sectors,	  including	  fashion	  accessories	  and	  home	  accessories.	  The	  
‘China	  style’	  of	  the	  lifestyle	  merchandise	  from	  Shanghai	  Tang	  did	  not	  fit	  into	  the	  New	  
Yorker’s	  up-­‐front	  lifestyle,	  and	  one	  of	  the	  brand	  loyalists	  has	  even	  stressed	  that	  the	  
‘China	  style’	  was	  fun	  on	  occasion,	  but	  she	  commented	  to	  the	  shop	  in	  New	  York,	  ‘it	  was	  
not	  something	  where	  you	  can	  go	  shop	  every	  day	  there’	  and	  ‘otherwise,	  we	  all	  look	  alike’	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(Hays,	  1999).	  The	  strategy	  of	  introducing	  a	  brand	  with	  less	  competition	  in	  design	  and	  
style	  to	  a	  trend-­‐setting	  city	  was	  a	  failure,	  especially	  when	  the	  ‘China	  style’	  presented	  the	  
taste	  of	  an	  ‘old	  generation	  of	  China’.	  After	  the	  brand	  strategy	  was	  unsuccessful	  in	  the	  
New	  York	  branch,	  Shanghai	  Tang	  returned	  to	  the	  Chinese	  region,	  and	  after	  2000	  shifted	  
its	  focus	  to	  target	  the	  foreign	  elite	  from	  China	  in	  a	  major	  way	  and	  the	  Western	  tourists	  
from	  overseas	  in	  a	  minor	  way	  as	  part	  of	  its	  market	  segmentation.	  
	  
From	  1994	  to	  2014,	  Shanghai	  Tang’s	  flagship	  stores	  in	  different	  locations	  were	  mostly	  
notable	  as	  landmarks	  in	  the	  economic	  areas	  of	  the	  first-­‐tier	  cities	  in	  Hong	  Kong	  SAR	  and	  
in	  China.	  In	  1994,	  the	  Pedder	  Street	  building	  in	  Hong	  Kong	  SAR	  was	  renowned	  for	  its	  
signature	  British	  colonial	  architecture	  and	  it	  drew	  more	  attention	  from	  tourists	  than	  
locals.	  The	  brand	  set	  up	  another	  flagship	  store	  in	  Tsim	  Sha	  Tsui,	  on	  the	  Kowloon	  side	  of	  
Hong	  Kong	  in	  2009,	  and	  also	  relocated	  the	  Pedder	  Street	  flagship	  store	  to	  Duddell	  Street	  
in	  Central	  Hong	  Kong	  in	  2012	  (see	  Figures	  311	  -­‐	  313)—both	  these	  locations	  being	  
popular	  with	  tourists,	  the	  minor	  portion	  of	  market	  segment	  for	  the	  brand.	  During	  2010,	  
the	  brand	  turned	  its	  attention	  to	  targeting	  the	  elite	  middle	  class	  Chinese.	  In	  2013,	  the	  
brand	  opened	  a	  flagship	  store	  in	  the	  prominent	  Cathay	  Mansion	  in	  Shanghai;	  its	  Art	  
Deco	  architectural	  style	  dating	  from	  1920s	  Shanghai	  completely	  aligned	  with	  the	  brand	  
image	  set	  up	  in	  1994	  (see	  Figure	  314).	  All	  of	  these	  prestigious	  store	  locations	  presented	  
a	  fantasy	  of	  China	  for	  people	  of	  non-­‐Chinese	  origin	  and	  overseas	  tourists	  with	  the	  
consistent	  nostalgic	  image	  of	  Orientalism.	  Apart	  from	  the	  lifestyle	  sector,	  Shanghai	  Tang	  
also	  developed	  a	  café	  sub-­‐brand	  in	  Shanghai	  in	  2009,	  providing	  distinctive	  southern	  
food,	  Chinese	  dim	  sum	  as	  its	  signature	  dish	  (see	  Figures	  315	  and	  317)	  to	  the	  elite	  
Chinese	  consumers	  on	  the	  mainland.	  Although	  there	  were	  over	  10	  stores	  in	  the	  China	  
region	  in	  early	  the	  twenty-­‐first	  century,	  most	  of	  the	  branches	  were	  located	  within	  high-­‐
end	  hotels	  and	  international	  airports	  situated	  in	  the	  first-­‐tier	  cities	  (Chevalier	  and	  Lu,	  
2011).	  This	  clearly	  proved	  that	  a	  luxury	  Chinese	  lifestyle	  brand	  would	  have	  a	  better	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Fig.311	  –	  Fig.314:	  Shanghai	  Tang	  Top	  left:	  1994	  Pedder	  street	  flagship	  store	  (PCLB,	  2008);	  top	  
right:	  2009	  Kowloon	  branch	  (Anakin,	  2009);	  middle	  2012	  Flagship	  store	  relocated	  to	  Duddell	  
Street	  (Luxury	  Insider,	  2012);	  bottom:	  2013	  Cathay	  Mansion,	  Shanghai	  (Marie	  France	  Asia	  -­‐	  
Singapore,	  2013)	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Fig.315	  –	  Fig.317:	  Shanghai	  Tang	  Top:	  2009	  Shanghai	  Tang	  Café	  exterior,	  Shanghai	  (Mad	  About	  
Shanghai,	  2009),	  bottom	  left	  and	  right:	  2009	  Shanghai	  Tang	  Café	  interiors	  (Pacific	  Rim	  
Construction,	  2011)	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The	  last	  Hong	  Kong	  SAR-­‐based	  LCB	  to	  focus	  on	  gifts	  and	  home	  accessories,	  Tang	  Tang	  
Tang	  Tang,	  followed	  Shanghai	  Tang’s	  direction,	  setting	  up	  a	  flagship	  store	  in	  a	  125-­‐year-­‐
old	  building	  that	  was	  previously	  a	  pawn	  shop	  (see	  Figure	  318).	  It	  is	  regarded	  as	  one	  of	  
the	  success	  stories	  in	  Hong	  Kong	  of	  using	  heritage	  conservation	  in	  order	  to	  draw	  
consumers’	  attention.	  The	  building	  stands	  out	  in	  the	  Wan	  Chai	  area,	  which	  is	  full	  of	  
home	  and	  lifestyle	  stores.	  Tang	  Tang	  Tang	  Tang	  originally	  targeted	  overseas	  tourists	  and	  
the	  ‘younger	  and	  trendier	  Chinese’	  (Zoo,	  2013),	  who	  had	  great	  spending	  power	  when	  it	  
came	  to	  fashion,	  online	  retail,	  and	  overseas	  shopping	  (Tang,	  2015).	  However,	  these	  
young	  affluent	  Chinese,	  as	  individualists,	  were	  mostly	  looking	  for	  niche	  products	  with	  
fresh	  attributes	  and	  that	  is	  not	  what	  the	  brand	  was	  offering.	  In	  reality,	  of	  Tang	  Tang	  
Tang	  Tang’s	  actual	  customers	  were	  relatively	  mature	  in	  age	  and	  were	  mostly	  foreign-­‐
based	  experts	  and	  tourists—a	  similar	  customer	  base	  to	  Shanghai	  Tang.	  Despite	  the	  
intention	  of	  conferring	  heritage	  value	  on	  the	  brand	  through	  the	  chosen	  location	  within	  
the	  home	  and	  lifestyle	  shopping	  district	  (see	  Figure	  319),	  it	  still	  failed	  to	  target	  the	  
younger	  Chinese	  generation	  with	  the	  brand	  designs.	  It	  was	  just	  regarded—by	  the	  luxury	  
industry	  itself,	  among	  others—as	  yet	  another	  luxury	  Chinese	  lifestyle	  brand	  with	  a	  





Fig.318:	  Tang	  Tang	  Tang	  Tang	  Left:	  2013	  Located	  in	  a	  125-­‐year-­‐old	  building	  (previously	  a	  pawn	  
shop)	  in	  Wanchai,	  Hong	  Kong	  (Red	  Luxury,	  2013)	  
Fig.319:	  Tang	  Tang	  Tang	  Tang	  Right:	  Front	  door	  with	  signage	  (Milk,	  2014)
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In	  contrast,	  the	  domestic	  LCBs	  were	  set	  up	  with	  the	  right	  strategy	  for	  store	  locations.	  
Since	  the	  open-­‐door	  policy	  of	  China	  began	  in	  1979,	  the	  number	  of	  prestigious	  shopping	  
malls	  has	  rapidly	  increased	  in	  the	  first-­‐tier	  cities	  such	  as	  Beijing,	  Shanghai	  and	  
Guangzhou.	  In	  2005,	  the	  domestic	  brand	  ZucZug	  opened	  its	  brand	  store	  in	  Xintiandi,	  a	  
newly	  established	  shopping	  area	  in	  Shanghai	  (see	  Figure	  320),	  and	  another	  store	  named	  
Xintiandi	  Style	  was	  opened	  in	  a	  nearby	  area	  in	  2010	  (see	  Figure	  321).	  Both	  shopping	  
malls	  were	  located	  in	  the	  financial	  hub	  of	  Shanghai,	  which	  provided	  new	  platforms	  for	  
centralising	  the	  emerging	  domestic	  luxury	  Chinese	  fashion	  brands.	  This	  opened	  up	  
several	  touchpoints	  for	  the	  target	  market	  of	  luxury	  consumers.	  In	  2011,	  the	  ZucZug	  
brand	  expanded	  to	  southern	  China	  opening	  a	  brand	  store	  in	  the	  hip	  shopping	  mall	  
TaikooHui	  in	  Guangzhou	  (see	  Figure	  322).	  	  
	  
The	  brand	  eventually	  opened	  over	  70	  brand	  stores	  in	  mainland	  cities,	  marking	  its	  status	  
as	  a	  renowned	  domestic	  luxury	  fashion	  brand	  that	  has	  been	  successful	  in	  becoming	  one	  
of	  the	  preferred	  brands	  of	  luxury	  consumers	  in	  the	  China	  market.	  After	  2000,	  there	  was	  
growth	  in	  the	  number	  of	  emerging	  Chinese	  designer	  brands	  in	  the	  domestic	  China	  
market.	  Vmajor	  was	  among	  these	  designer	  brands,	  most	  of	  which	  did	  not	  maintain	  their	  
own	  brand	  retail	  stores,	  but	  instead	  introduced	  their	  brands	  through	  overseas	  fashion	  
trade	  shows,	  distributing	  their	  brand	  designs	  and	  collections	  to	  the	  global	  market.	  This	  
latest	  branding	  practice	  among	  the	  luxury	  Chinese	  fashion	  brands	  resulted	  in	  positive	  
feedback	  to	  the	  emerging	  Chinese	  design	  talents	  and	  allowed	  them	  to	  gain	  international	  
exposure.	  Consequently,	  as	  of	  2014,	  Vmajor	  was	  being	  sold	  in	  more	  than	  20	  buyer	  shops	  
and	  boutiques	  in	  the	  domestic	  and	  overseas	  markets.	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Fig.320:	  ZucZug	  Top:	  2005	  Xintiandi,	  Shanghai	  (Datrans,	  2013)	  
Fig.321:	  ZucZug	  Middle:	  2010	  Xintiandi	  Style,	  Shanghai	  (Shanghai	  Xintiandi,	  2011)	  
Fig.322:	  ZucZug	  Bottom:	  2011	  TaikooHui,	  Guangzhou	  (Taikoo	  Hui,	  2011)	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Place(s)	  of	  production	  
Place(s)	  of	  production	  is	  considered	  as	  the	  most	  popular	  term	  to	  define	  the	  COO	  of	  
luxury	  brands.	  The	  term	  ‘Made	  in	  China’	  is	  notorious	  for	  its	  poor	  quality	  control	  in	  the	  
production	  of	  goods.	  Both	  Hong	  Kong	  SAR-­‐based	  brands,	  Shanghai	  Tang	  and	  Tang	  Tang	  
Tang	  Tang,	  placed	  strong	  emphasis	  on	  the	  fact	  that	  their	  products	  were	  produced	  in	  
China	  by	  highlighting	  the	  taglines	  ‘Made	  in	  China’,	  ‘Made	  by	  Chinese’,	  and	  ‘Made	  in	  
Hong	  Kong’	  (see	  Figures	  323	  -­‐	  325).	  The	  brands	  intended	  to	  change	  people’s	  views	  on	  
Chinese-­‐made	  products.	  As	  Hays	  (1999)	  pointed	  out,	  the	  impression	  of	  'Made	  in	  China	  is	  
basically	  horrible,	  cheap,	  shoddy	  toys’.	  In	  addition	  to	  this,	  one	  more	  concern	  has	  been	  
discovered	  from	  the	  interview	  for	  the	  Shanghai	  Tang	  case	  study:	  the	  brand	  designer	  
mentioned	  that	  a	  relatively	  small	  proportion	  of	  home	  accessories	  including	  ashtrays,	  
mugs,	  and	  popular	  vintage	  silverware	  were	  actually	  sourced	  from	  European	  countries	  
such	  as	  England	  as	  early	  as	  in	  1994	  (The	  interviewee,	  2014).	  These	  outsourced	  products	  
were	  not	  only	  sold	  within	  the	  brand	  but	  were	  also	  replicated	  in	  vast	  amounts	  for	  stock.	  
This	  practice	  was	  confusing	  to	  consumers	  since	  it	  conflicted	  with	  the	  claim	  of	  the	  brand	  
that	  its	  products	  originated	  in	  China.	  Besides	  this,	  the	  brand	  invited	  some	  European	  
watch	  designers	  to	  create	  high-­‐quality	  watches	  to	  replace	  the	  cheap	  Chinese-­‐made	  
versions	  in	  order	  to	  raise	  the	  quality	  profile	  of	  the	  brand.	  Shanghai	  Tang	  loudly	  
proclaimed	  that	  its	  products	  were	  ‘Made	  by	  Chinese’,	  which	  was	  applied	  as	  a	  tagline	  in	  
the	  majority	  of	  the	  product	  labels;	  however,	  the	  brand	  had	  not	  managed	  to	  produce	  
quality	  goods;	  instead,	  they	  had	  just	  simply	  bought	  in	  some	  authentic	  designs	  and	  
outsourced	  high-­‐end	  designers	  to	  produce	  them.	  To	  claim	  the	  ‘Made	  in	  China’	  label,	  it	  is	  
clear	  that	  the	  origin	  of	  production	  and	  arguably	  the	  origin	  of	  the	  designer	  should	  be	  




Fig.323	  –	  Fig.325:	  Shanghai	  Tang	  1994	  Labels	  with	  taglines	  ‘Made	  in	  China’	  (eBay,	  1995c),	  
‘Made	  by	  Chinese’	  (eBay,	  1995d)	  and	  ‘Made	  in	  Hong	  Kong’	  (eBay,	  2014)	  
	  
	  
	  	   161	  
In	  an	  interview	  Tang	  Tang	  Tang	  Tang	  founder	  Sir	  David	  Tang	  expressed	  the	  view	  that	  the	  
brand	  would	  sell	  high-­‐quality	  merchandise	  such	  as	  goods	  from	  England	  and	  glassware	  
from	  the	  Czech	  Republic	  (Zoo,	  2013).	  This	  practice	  raises	  the	  question	  of	  authenticity	  in	  
LCBs,	  as	  the	  equivalent—selling	  Chinese-­‐designed	  products	  as	  part	  of	  their	  
merchandise—would	  never	  happen	  in	  the	  European	  luxury	  brands.	  Tang	  Tang	  Tang	  Tang	  
embarked	  on	  a	  mission	  to	  produce	  innovative	  products	  for	  the	  international	  market	  that	  
were	  ‘Made	  by	  Chinese’.	  However,	  authentic	  Chinese	  craftsmanship	  is	  not	  the	  focus	  of	  
this	  Luxury	  Chinese	  lifestyle	  brand;	  instead,	  the	  stereotypical	  Chinese	  tropes	  such	  as	  the	  
Zhong-­‐shan	  suit	  with	  Mandarin	  collar	  and	  zodiac	  signs	  are	  deployed	  as	  signature	  gift	  
items.	  Despite	  the	  brand’s	  claims	  to	  use	  a	  technique	  of	  reverse	  embroidery	  on	  its	  zodiac	  
signs	  for	  anti-­‐counterfeiting	  purposes	  in	  order	  to	  protect	  the	  brand’s	  design	  (see	  Figures	  
326-­‐327),	  this	  raises	  an	  additional	  question	  on	  the	  intellectual	  property	  rights	  (IPR)	  that	  
may	  be	  infringed	  upon	  by	  the	  use	  of	  the	  original	  design	  of	  zodiac	  signs.	  In	  fact,	  more	  
than	  one	  LCB	  had	  deployed	  similar	  Chinese	  tropes	  in	  their	  merchandise,	  but	  barely	  saw	  
any	  new	  designs	  with	  a	  different	  interpretation.	  And	  referring	  to	  the	  universal	  principles	  
defining	  the	  term	  ‘Country	  of	  origin’,	  it	  is	  definitely	  not	  applicable	  to	  measure	  LCBs	  




Fig.326	  –	  Fig.327:	  Tang	  Tang	  Tang	  Tang	  Left:	  2013	  Label	  with	  tagline	  ‘Made	  in	  China’,	  
right:	  reverse	  embroidery	  zodiac	  signs	  (in	  matt).	  (Tang	  Tang	  Tang	  Tang,	  2013)	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Despite	  the	  relative	  lack	  of	  branding	  practice	  experience	  of	  the	  emerging	  LCBs	  in	  
mainland	  China,	  original	  brand	  manufacturers	  (OBMs)	  have	  workers	  skilful	  in	  
manufacturing	  and	  masterful	  in	  craftsmanship	  from	  their	  OEM	  experiences.	  Taking	  the	  
case	  study	  of	  ZucZug,	  designer	  Wang	  Yi-­‐yang	  was	  a	  domestically	  trained	  fashion	  designer	  
with	  rich	  experience	  in	  exporting	  for	  large	  fashion	  corporations	  before	  he	  started	  his	  
own	  fashion	  brand.	  Victor	  Zhu	  of	  Vmajor	  also	  referred	  to	  some	  of	  the	  Chinese	  factories	  
from	  his	  previous	  work	  experience	  regarding	  brand	  production.	  The	  designers	  co-­‐
operated	  with	  factories	  from	  mainland	  China	  in	  material	  innovation	  and	  won	  several	  
awards	  in	  international	  competitions.	  This	  good	  practice	  not	  only	  helped	  to	  raise	  the	  
profile	  of	  LCB	  production;	  it	  also	  reflected	  the	  innovative	  practice	  of	  Chinese	  luxury	  
brand	  designs	  in	  the	  global	  context.	  With	  more	  and	  more	  domestically	  trained	  
designers,	  and	  Chinese-­‐origin	  designers	  trained	  overseas	  then	  returning	  to	  the	  
mainland,	  production	  quality	  related	  to	  ‘Made	  in	  China’	  is	  better	  controlled	  and	  could	  
certainly	  progress	  to	  reach	  international	  standards	  with	  competitive	  designs	  and	  
production	  power.	  
	  
Operator(s)	  and	  designer(s)	  
Bourdieu	  (1986,	  p.	  1)	  suggested	  that	  cultural	  practices	  could	  only	  be	  fully	  understood	  
when	  culture	  ‘is	  brought	  back	  into	  “culture”	  in	  the	  anthropological	  sense’.	  This	  concept	  
was	  possibly	  based	  on	  English	  Anthropologist	  Edward	  Burnett	  Tylor’s	  notion	  of	  culture.	  
In	  his	  book	  Primitive	  Culture	  he	  asserts	  that	  ‘Culture	  or	  Civilization,	  taken	  in	  its	  wide	  
ethnographic	  sense,	  is	  that	  complex	  whole	  which	  includes	  knowledge,	  belief,	  art,	  
morals,	  law,	  custom,	  and	  any	  other	  capabilities	  and	  habits	  acquired	  by	  man	  as	  a	  
member	  of	  society’	  (Tylor,	  1920).	  Some	  evidence	  here	  reflects	  this	  view	  in	  relation	  to	  
this	  research:	  some	  Chinese	  brand	  designers	  lacked	  empirical	  research	  for	  grounding,	  
and	  designers	  have	  had	  no	  life	  experience	  in	  a	  Chinese	  cultural	  environment.	  To	  
investigate	  the	  phenomenon	  of	  the	  deployment	  of	  Chinese	  tropes,	  it	  is	  important	  to	  
examine	  the	  ways	  in	  which	  brand	  operators	  and	  designers	  work,	  that	  is,	  how	  they	  gain	  
the	  cultural	  knowledge	  they	  use	  for	  strategic	  planning,	  idea	  inspiration,	  and	  design	  
generation.	  And	  consequently,	  this	  issue	  leads	  to	  another	  question	  about	  the	  origins	  of	  
these	  strategic	  planners	  and	  designers,	  taking	  into	  account	  their	  training	  and	  life	  
experiences	  in	  relation	  to	  defining	  what	  ‘Designed	  in	  China’	  means	  in	  luxury	  branding	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practices.	  In	  view	  of	  the	  multiple	  case	  studies,	  the	  Hong	  Kong	  SAR-­‐based	  brands	  are	  
more	  complicated	  than	  those	  from	  the	  mainland	  in	  terms	  of	  branding	  practice.	  Evidence	  
shows	  that	  differentiation	  covers	  the	  areas	  of	  the	  origins	  of	  the	  brand	  operators	  and	  
brand	  designers,	  their	  Chinese	  cultural	  knowledge,	  and	  the	  ways	  in	  which	  designers	  
receive	  inspiration	  for	  idea	  generation.	  The	  following	  analysis	  takes	  into	  account	  the	  two	  
different	  locations	  of	  LCBs	  in	  China.	  
	  
Hong	  Kong	  SAR	  
The	  business	  entrepreneur	  who	  founded	  Shanghai	  Tang,	  Sir	  David	  Tang,	  received	  his	  
education	  in	  London	  and	  worked	  in	  Beijing	  before	  he	  established	  the	  brand	  in	  1994.	  
Tang	  named	  the	  brand	  after	  his	  publicly	  known	  family	  surname	  and	  envisioned	  setting	  
up	  a	  prestigious	  Chinese	  department	  store	  revolving	  around	  the	  idea	  of	  1920s	  Shanghai.	  
At	  that	  time,	  Western	  culture	  had	  been	  brought	  into	  the	  city	  and	  transformed	  it	  into	  an	  
exotic	  East-­‐meets-­‐West	  cultural	  environment.	  In	  the	  early	  stage	  of	  the	  brand	  
development	  in	  the	  1990s,	  the	  company	  preferred	  to	  employ	  foreign	  designers	  and	  
foreign-­‐born	  and	  educated	  designers	  of	  Chinese	  origin.	  With	  Tang’s	  old	  Shanghai	  
concept,	  the	  nostalgic	  ‘China	  style’	  used	  in	  the	  stereotypical	  Chinese	  merchandise	  once	  
caused	  Tang’s	  store	  to	  be	  called	  an	  ‘ultraflashy	  emporium’	  among	  the	  New	  York	  
fashionistas	  (Hays,	  1999).	  In	  1998,	  there	  was	  a	  dramatic	  change	  in	  the	  management	  of	  
the	  brand,	  with	  the	  Swiss	  luxury	  management	  group	  Richemont	  SA	  taking	  a	  controlling	  
share	  (completing	  the	  acquisition	  in	  2008)	  and	  assigning	  Raphael	  le	  Masne	  de	  Chermont	  
(of	  French	  origin)	  as	  the	  executive	  chairman	  of	  the	  brand	  in	  2002.	  During	  the	  period	  
under	  the	  French	  management,	  Shanghai	  Tang	  was	  set	  a	  clear	  brand	  vision	  to	  become	  a	  
high-­‐end	  brand	  and	  upmarket	  Chinese	  department	  store,	  and	  to	  act	  as	  a	  Chinese	  
cultural	  torchbearer	  (The	  interviewee,	  2014).	  	  
	  
Despite	  the	  emphasis	  of	  the	  brand	  on	  ‘Chinese	  culture’,	  the	  company	  continuously	  and	  
increasingly	  hired	  non-­‐local	  designers.	  The	  interview	  participant	  claimed	  that	  she	  was	  
the	  only	  Hong	  Kong-­‐Chinese	  designer	  (colonial	  Hong	  Kong	  educated)	  on	  the	  staff	  list,	  
with	  more	  Chinese	  cultural	  knowledge	  in	  comparison	  to	  the	  other	  foreign	  staff	  members	  
in	  the	  design	  and	  marketing	  departments.	  With	  her	  limited	  knowledge	  of	  Chinese	  
culture,	  she	  acted	  as	  a	  cultural	  consultant	  in	  the	  company	  helping	  to	  clarify	  the	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connotation	  of	  Chinese	  signs	  (The	  interviewee,	  2014).	  The	  strategy	  of	  employing	  non-­‐
Chinese	  and	  non-­‐local	  manpower,	  who	  end	  up	  becoming	  the	  majority	  of	  staff,	  to	  
manage	  a	  Chinese	  brand	  continued	  until	  the	  mid-­‐2010s.	  In	  late	  2013	  and	  2014,	  Shanghai	  
Tang	  invited	  mainland	  Chinese-­‐origin	  fashion	  designers	  Masha	  Ma	  (overseas	  educated)	  
and	  Wang	  Pei-­‐yi	  (domestically	  educated)	  to	  collaborate	  on	  fashion	  collections	  in	  order	  
to	  attract	  a	  larger	  market	  share	  of	  Chinese	  mainlanders;	  nevertheless,	  there	  was	  much	  
more	  of	  a	  Western	  style	  in	  the	  design	  outcomes	  (Zhang,	  2015)	  than	  the	  hybrid	  East-­‐and-­‐
West	  style.	  
	  
In	  order	  to	  define	  ‘Designed	  in	  China’,	  one	  would	  have	  to	  interrogate	  the	  ways	  in	  which	  
designers	  of	  Chinese	  brands	  get	  inspiration	  for	  their	  ideas	  for	  Chinese	  brand	  designs.	  
Designers	  from	  Shanghai	  Tang	  were	  keen	  to	  obtain	  Chinese	  cultural	  knowledge	  by	  using	  
archives	  of	  past	  publications	  and	  books	  for	  reference,	  whilst	  design	  field	  trips	  also	  took	  
place	  on	  occasion.	  As	  the	  interview	  participant	  stated,	  the	  team	  visited	  flea	  markets	  in	  
Beijing	  and	  Shanghai	  to	  observe	  and	  gather	  reference	  from	  vintage	  and	  old	  Chinese	  
artefact	  collections.	  After	  the	  new	  foreign	  management	  took	  over	  the	  brand	  in	  2000,	  
Shanghai	  Tang	  redefined	  its	  brand	  strategy	  and	  repositioned	  itself	  as	  an	  international	  
luxury	  brand	  by	  injecting	  contemporary	  style	  into	  the	  brand	  development,	  which	  led	  to	  
a	  hybrid	  style	  that	  has	  been	  booming	  since	  2000.	  The	  brand	  approached	  a	  high-­‐end	  
brand	  image	  with	  a	  series	  of	  advertising	  campaigns	  to	  enhance	  its	  brand	  exposure	  on	  
the	  global	  platform	  through	  social	  media	  promotion	  such	  as	  its	  own	  You-­‐Tube	  channel	  
and	  Pinterest	  page.	  The	  hybrid	  brand	  image	  embraced	  a	  nostalgia	  style	  for	  Chinese	  
cultural	  elements	  generating	  a	  mood	  of	  Orientalism.	  
	  
Examining	  Shanghai	  Tang’s	  advertising	  campaigns	  and	  modelling	  practice,	  the	  brand	  
preferred	  to	  use	  emerging	  models	  and	  well-­‐known	  celebrities	  to	  create	  noise	  and	  
generate	  more	  press	  coverage.	  Shifting	  from	  the	  use	  of	  foreign	  models	  in	  the	  early	  
years,	  Shanghai	  Tang	  first	  invited	  Asian	  faces	  Sun	  Fei	  Fei	  (a	  Chinese	  model)	  and	  
Takashimi	  Watanabe	  (a	  Japanese	  model)	  into	  the	  S/S	  ’10	  collection	  advertising	  
campaign,	  which	  was	  photographed	  by	  international	  photographer	  Richard	  Ramos	  
(see	  Figures	  328	  -­‐	  329).	  The	  Asian	  faces	  allowed	  audiences	  to	  engage	  with	  the	  oriental	  
brand	  and	  successfully	  drew	  the	  attention	  of	  the	  customers	  for	  LCBs.	  In	  another	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advertising	  campaign	  for	  the	  A/W	  ‘11	  collection	  ‘From	  China	  With	  Love’,	  the	  brand	  
invited	  the	  renowned	  Chinese	  photographer	  Chen	  Man	  to	  be	  responsible	  for	  the	  
cinematic	  photography,	  with	  modelling	  by	  two	  popular	  Asian	  celebrities,	  Hu	  Bing	  (a	  
mainland	  Chinese	  actor	  and	  model)	  and	  Lin	  Chi	  Ling	  (a	  Taiwanese	  model).	  The	  shoots	  
took	  place	  at	  the	  historical	  huttings	  and	  famous	  landmarks	  in	  Beijing,	  presenting	  an	  
interesting	  and	  contrasting	  East-­‐meets-­‐West	  brand	  image	  through	  the	  narrative	  scene	  
and	  the	  hybrid	  costumes	  in	  an	  ancient	  Chinese	  landscape	  that	  matched	  completely	  the	  
brand	  positioning	  of	  Shanghai	  Tang	  (see	  Figures	  330	  -­‐	  331).	  
	  
In	  2013,	  the	  award-­‐winning	  Canadian-­‐American	  fashion	  photographer	  Richard	  
Bernardino	  was	  invited	  to	  shoot	  the	  advertising	  campaign	  for	  the	  S/S	  ‘13	  collection,	  with	  
Hu	  Bing	  and	  Lina	  Zhang	  (an	  up-­‐and-­‐coming	  Chinese	  model)	  (see	  Figures	  332	  -­‐	  333),	  who	  
had	  also	  taken	  part	  in	  another	  advertising	  campaign	  with	  a	  star	  Chinese	  model,	  Zhao	  Lei,	  
for	  the	  A/W	  ‘13	  collection	  (see	  Figures	  334	  -­‐	  335).	  The	  series	  of	  advertisements	  in	  
various	  years	  deployed	  different	  themes	  and	  styles	  through	  the	  mixed-­‐ethnic	  models	  
and	  production	  teams.	  Among	  all	  these,	  the	  A/W	  ’11	  collection,	  ‘From	  China	  With	  Love’,	  
which	  was	  produced	  by	  a	  full	  team	  of	  Chinese-­‐origin	  models,	  celebrities	  and	  
photographer,	  expressed	  the	  sense	  of	  Chinese	  authenticity	  and	  was	  arguably	  the	  most	  
appropriate	  way	  to	  represent	  a	  ‘Chinese	  brand’	  production.	  
	  




Fig.328	  –	  Fig.329:	  Shanghai	  Tang	  2010	  Top	  left	  and	  right:	  Advertising	  campaign	  S/S	  ‘10	  collection	  
(Anakin,	  2010)	  
Fig.330	  –	  Fig.331:	  Shanghai	  Tang	  2011	  middle	  and	  bottom:	  Advertising	  campaign	  A/W	  ‘11	  
collection	  ‘From	  China	  With	  Love’	  (The	  Wanderlister,	  2011)	  
	  
	  




Fig.332	  –	  Fig.333:	  Shanghai	  Tang	  Top	  two:	  2013	  Advertising	  campaign	  S/S	  ‘13	  collection	  
(Fashionbeans,	  2013)	  
Fig.334	  –	  Fig.335:	  Shanghai	  Tang	  Bottom	  two:	  2013	  Advertising	  campaign	  A/W	  ‘13	  collection	  
(Rty	  aze,	  2013b)	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The	  origin	  of	  Tang	  Tang	  Tang	  Tang’s	  brand	  operator	  and	  designers	  can	  be	  traced	  back	  to	  
Shanghai	  Tang.	  Sir	  David	  Tang	  followed	  his	  international	  Chinese	  brand	  ambition	  and	  set	  
up	  another	  Luxury	  Chinese	  lifestyle	  fashion	  brand,	  Tang	  Tang	  Tang	  Tang,	  in	  2013	  in	  Hong	  
Kong	  SAR.	  The	  brand	  provides	  a	  TTTT-­‐label	  merchandise,	  which,	  it	  is	  claimed,	  was	  
designed	  by	  Sir	  David	  Tang	  and	  his	  second	  wife,	  Lucy	  Wastnage-­‐Tang	  (Essex-­‐born	  British)	  
(Zoo,	  2013).	  Tang	  has	  also	  assigned	  daughter	  Victoria	  Tang	  (Hong	  Kong-­‐born)	  as	  creative	  
director.	  Victoria	  received	  graphic	  design	  training	  from	  the	  Central	  Saint	  Martin’s	  
College	  of	  Arts	  and	  Design	  in	  London	  and	  had	  led	  a	  culturally	  diverse	  life,	  with	  
experience	  in	  Hong	  Kong,	  Japan,	  and	  London.	  The	  brand	  aimed	  to	  produce	  innovative	  
products	  that	  are	  ‘Made	  by	  Chinese’	  and	  sets	  itself	  the	  goal	  of	  bringing	  the	  best	  of	  
‘Chinese-­‐ness’	  to	  the	  international	  market	  (Tang,	  2015).	  This	  may	  raise	  concern	  about	  
the	  origin	  of	  the	  designer	  who	  has	  had	  diversified	  life	  experiences	  outside	  China	  and	  
claims	  to	  be	  a	  ‘Chinese	  brand	  designer’.	  
	  
Tang	  Tang	  Tang	  Tang	  employed	  a	  small	  team	  of	  Hong	  Kong-­‐Chinese-­‐origin	  young	  
designers,	  who	  received	  design	  training	  from	  either	  colonial	  Hong	  Kong	  or	  overseas.	  
Victoria	  states	  that	  this	  group	  of	  new	  generation	  designers	  obtained	  their	  design	  
inspiration	  mainly	  from	  online	  resources,	  but	  also	  from	  publications	  like	  magazines	  and	  
books.	  The	  brand	  designers	  are	  particularly	  fond	  of	  using	  Christie’s	  Auction	  catalogues	  
for	  idea	  generation	  (Tang,	  2015).	  They	  observed	  Chinese	  culture	  from	  architecture	  and	  
antique	  furniture	  (with	  engraved	  wood)	  in	  order	  to	  understand	  its	  fine	  craftsmanship.	  
Instead	  of	  conducting	  any	  empirical	  research	  and	  field	  trips,	  the	  designers	  took	  an	  open-­‐
minded	  approach	  to	  sharing	  ideas.	  The	  team	  received	  no	  support	  on	  marketing	  strategy,	  
as	  there	  is	  no	  specific	  marketing	  department;	  instead,	  the	  designers	  participated	  in	  
market	  analysis	  and	  learnt	  to	  study	  the	  trends	  and	  perform	  predictions	  about	  design	  
direction	  with	  the	  aid	  of	  social	  media	  tools,	  in	  particular	  using	  the	  message	  application	  
WeChat	  for	  the	  China	  market.	  The	  team	  also	  had	  occasional	  discussions	  about	  market	  
demand	  with	  the	  merchandisers,	  who	  had	  a	  better	  understanding	  of	  customer	  needs.	  
However,	  without	  proper	  empirical	  research	  and	  professional	  analysis	  of	  market	  
demands,	  the	  Tang	  Tang	  Tang	  Tang	  designers	  experienced	  difficulty	  obtaining	  insight	  on	  
market	  segmentation;	  as	  a	  result,	  the	  brand	  designs	  failed	  to	  arouse	  the	  young	  target	  
group.	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Mainland	  China	  
Wang	  Yi-­‐yang,	  the	  start-­‐up	  founder	  and	  designer	  of	  ZucZug,	  is	  a	  China-­‐born	  and	  
domestically	  trained	  fashion	  designer.	  Wang	  was	  born	  in	  the	  1970s	  and	  was	  a	  fashion	  
design	  graduate	  of	  the	  Chinese	  Dong	  Hua	  University	  in	  1992.	  Prior	  to	  setting	  up	  ZucZug,	  
Wang	  was	  the	  chief	  designer	  of	  the	  prominent	  Chinese	  fashion	  brand	  Layefe,	  and	  later	  
founded	  his	  own	  brand	  ZucZug	  in	  2002	  in	  Shanghai.	  In	  2008,	  Wang	  Chi-­‐fung,	  one	  of	  the	  
ZucZug	  distributors,	  joined	  the	  brand	  as	  a	  co-­‐partner	  and	  successfully	  helped	  to	  expand	  
the	  brand’s	  terrain	  domestically.	  With	  a	  supporting	  team	  of	  fewer	  than	  20	  local	  
designers	  born	  in	  the	  1980s	  and	  1990s,	  ZucZug	  had	  developed	  more	  than	  70	  brand	  
stores	  on	  mainland	  China	  by	  2012.	  Burkitt	  (2012)	  stated	  in	  The	  Wall	  Street	  Journal	  that	  
Wang	  Yi-­‐yang	  was	  a	  pioneer	  in	  the	  domestic	  fashion	  industry	  and	  he	  was	  the	  
entrepreneur	  ‘most-­‐likely-­‐to-­‐succeed’	  in	  the	  China	  market.	  	  
	  
As	  a	  domestically	  trained	  designer,	  Wang	  followed	  the	  Western	  and	  Japanese	  fashion	  
styles	  in	  his	  early	  designs	  gleaned	  from	  observations	  of	  publications	  and	  online	  
resources;	  nevertheless,	  he	  soon	  established	  his	  own	  brand	  philosophy:	  ‘to	  combine	  
design	  with	  living,	  to	  embed	  the	  value	  of	  fashion	  and	  to	  promote	  a	  fair	  attitude	  in	  life’	  
(Wang,	  2014).	  Wang	  claims	  that	  he	  had	  no	  intention	  of	  expressing	  any	  Chinese	  culture	  
or	  presenting	  any	  Chinese	  tropes	  in	  his	  brand	  designs	  visually.	  Instead,	  he	  always	  
wanted	  his	  designs	  to	  reflect	  the	  perspectives	  of	  urban	  lifestyles	  and	  the	  lively	  present	  
of	  modern	  China.	  As	  he	  mentioned,	  ‘as	  a	  designer,	  it	  is	  far	  more	  important	  to	  express	  an	  
individual’s	  depth	  rather	  than	  include	  the	  Chinese	  culture	  in	  design,	  and	  he	  hopes	  to	  
reflect	  an	  individual	  proactively	  and	  realistically’	  (Wang,	  2014).	  His	  view	  presents	  the	  
impression	  of	  an	  open	  domestic	  Chinese	  designer,	  and	  reflects	  the	  independent	  mind-­‐
set	  of	  the	  modern	  Chinese.	  
	  
The	  designs	  of	  the	  ZucZug	  collections	  “Wet	  market	  series	  1”	  in	  2012	  and	  “Wet	  market	  
series	  2”	  in	  2014	  reflected	  a	  day-­‐to-­‐day	  scene	  of	  Chinese	  life.	  The	  designs	  deployed	  a	  set	  
of	  visual	  elements	  including	  food	  images	  captured	  from	  a	  Chinese	  food	  market	  that	  fully	  
illustrated	  the	  food	  culture	  of	  modern	  China.	  The	  cultural	  signs	  of	  dried	  Chinese	  
sausages	  and	  pork	  knuckle	  are	  both	  typical	  Chinese	  foodstuffs.	  Applications	  included	  
sleeve	  protectors	  (for	  cooking	  as	  well	  as	  riding),	  aprons,	  and	  T-­‐shirts	  for	  daily	  use.	  The	  
	  
	  	  170	  
brand	  successfully	  engaged	  its	  consumers	  with	  the	  visual	  elements	  of	  daily	  life	  as	  well	  as	  
Chinese	  characters	  (see	  Figures	  336	  -­‐	  338),	  creating	  a	  common	  language	  for	  expressing	  
new	  modern	  China.	  
	  
	  





Fig.336	  –	  Fig.338:	  ZucZug	  Top	  left	  and	  middle:	  2012	  “Wet	  market	  series	  1”	  -­‐	  dried	  Chinese	  
sausages	  on	  a	  set	  of	  sleeve	  protectors	  (ZucZug,	  2012)	  and	  pork	  knuckle	  on	  an	  apron	  
(ZucZug,	  2013);	  right:	  “Wet	  market	  series	  2”,	  Chinese	  characters	  (a	  slang	  term	  meaning	  
‘A	  dollar	  for	  a	  goose’)	  (ZucZug,	  2012)	  
Fig.339:	  ZucZug	  Bottom:	  The	  engaged	  public	  includes	  a	  Westerner,	  a	  middle-­‐aged	  adult	  and	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ZucZug	  encouraged	  a	  sense	  of	  diversity	  and	  the	  maintenance	  of	  harmony	  in	  society.	  The	  
brand	  had	  a	  strategic	  marketing	  plan	  that	  periodically	  invited	  local	  Chinese	  and	  
members	  from	  various	  ethnic	  backgrounds	  and	  age	  groups	  to	  participate	  in	  fitting	  and	  
modelling	  in	  brand	  promotion	  (see	  Figure	  339).	  This	  brand	  strategy	  did	  not	  conflict	  with	  
the	  claim	  of	  country	  of	  origin,	  instead	  it	  successfully	  implemented	  the	  brand	  philosophy,	  
which	  was	  ‘to	  combine	  design	  with	  living,	  embed	  the	  value	  of	  fashion,	  and	  promote	  a	  
fair	  attitude’	  (Wang,	  2014).	  ZucZug	  fully	  embraced	  social	  participation	  and	  the	  brand	  
successfully	  constructed	  both	  self	  and	  social	  symbolism	  for	  consumers	  and	  itself,	  
building	  a	  more	  universal	  image	  with	  new	  Chinese	  identities	  in	  the	  international	  luxury	  
market.	  
	  
Vmajor	  was	  founded	  by	  designer-­‐couple	  Victor	  Zhu	  and	  Nicole	  Lin,	  who	  were	  both	  born	  
in	  mainland	  China	  and	  received	  their	  training	  in	  the	  area	  of	  fashion	  design	  at	  the	  London	  
College	  of	  Fashion	  and	  Graphic	  Design	  and	  the	  Camberwell	  College	  of	  Arts	  in	  London,	  
respectively.	  Zhu	  originated	  in	  Hunan	  and	  also	  lived	  in	  Changsha	  and	  Shenzhen	  where	  
he	  was	  greatly	  influenced	  by	  the	  global	  media	  he	  experienced	  in	  southern	  China	  and	  
Hong	  Kong	  SAR.	  After	  spending	  seven	  years	  of	  fashion	  training	  and	  living	  experience	  in	  
London,	  he	  returned	  to	  Shenzhen	  with	  a	  business	  goal.	  After	  experiencing	  a	  mix	  of	  
different	  cultures,	  Zhu	  and	  Lin	  preferred	  to	  design	  from	  the	  heart	  and	  they	  positioned	  
Vmajor	  to	  become	  an	  international	  brand	  and	  ‘an	  influential	  lifestyle	  designer	  brand	  
with	  a	  known	  reputation’	  (Zhu,	  2014).	  Although	  the	  brand	  style	  of	  some	  collections	  
revealed	  a	  European	  vintage	  look	  inspired	  by	  the	  1960s	  and	  1970s,	  the	  designers	  clearly	  
focused	  the	  brand	  on	  quality	  and	  the	  practicality	  of	  design	  with	  material	  innovation.	  The	  
brand	  opened	  up	  both	  the	  domestic	  and	  the	  overseas	  markets	  by	  participating	  in	  
industry	  trade	  fairs,	  and	  thereby	  successfully	  selling	  wholesale	  to	  buyers	  and	  being	  sold	  










Fig.340	  –	  Fig.343:	  Vmajor	  Top	  and	  middle	  left	  and	  right:	  S/S	  ’14	  collection	  “Fault”	  (Vmajor,	  2014a)	  
Fig.344:	  Vmajor	  Bottom:	  A/W	  ’14	  collection	  “Neo”	  	  (Vmajor,	  2014c)	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With	  regard	  to	  Vmajor’s	  brand	  promotion,	  the	  interpretation	  of	  its	  design	  style	  is	  
comparatively	  more	  open,	  which	  broke	  the	  rules	  of	  fashion	  presentation.	  In	  the	  seasonal	  
collection	  catalogues,	  instead	  of	  using	  still	  images	  to	  showcase	  the	  designs	  and	  details,	  
the	  brand	  deployed	  an	  artistic	  approach	  with	  motion	  effects	  on	  the	  images	  of	  items.	  
Some	  examples	  involve	  multiple-­‐exposure	  effects	  in	  photographic	  images	  to	  enhance	  
the	  themes	  of	  the	  collections.	  The	  S/S	  ’14	  “Fault”	  collection	  (see	  Figures	  340	  -­‐	  343)	  and	  
the	  A/W	  ’14	  “Neo”	  collection	  (see	  Figure	  344)	  both	  deployed	  the	  experimental	  images	  
to	  present	  this	  emerging	  LCB,	  which	  represents	  the	  younger	  generation	  of	  Chinese	  
designers	  with	  their	  individual	  thinking	  and	  design	  style	  and	  who	  did	  not	  follow	  the	  
conventional	  methods	  of	  the	  design	  process.	  In	  the	  choice	  of	  models	  for	  the	  promotion,	  
the	  brand	  intended	  to	  employ	  foreign	  models	  that	  reflected	  the	  ambitions	  of	  the	  
emerging	  LCBs	  to	  compete	  on	  the	  international	  market.	  	  
	  
In	  view	  of	  the	  brand	  operators’	  and	  designers’	  origin	  in	  relation	  to	  the	  design	  process	  in	  
emerging	  Chinese	  branding	  practices,	  the	  domestic	  Chinese	  brands	  displayed	  a	  better	  
understanding	  of	  the	  target	  luxury	  Chinese	  consumers	  in	  the	  large	  domestic	  market.	  
They	  generated	  brand	  designs	  by	  taking	  inspiration	  from	  local	  popular	  culture,	  and	  
focused	  on	  brand	  communication	  and	  on	  diversity.	  In	  addition,	  these	  brand	  designers	  
took	  the	  initiative	  by	  producing	  individual	  thinking	  during	  the	  design	  process	  in	  order	  to	  
match	  the	  lifestyle	  of	  the	  Chinese	  people	  in	  a	  more	  realistic	  way	  thus	  reflecting	  the	  truth	  
about	  contemporary	  China.	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Designers’	  views	  on	  country	  of	  origin	  (COO)	  
It	  is	  essential	  to	  include	  the	  views	  on	  the	  country	  of	  origin	  (COO)	  of	  the	  brand	  
representatives	  who	  were	  interviewed	  for	  analysis	  in	  this	  study.	  Despite	  the	  
conventional	  understanding	  of	  the	  term	  ‘country	  of	  origin’	  among	  the	  general	  public,	  
there	  are	  other	  variables	  that	  pertain	  to	  the	  emerging	  luxury	  market	  in	  a	  global	  context.	  
Three	  out	  of	  the	  four	  interview	  participants	  supported	  the	  standard	  definition	  of	  COO	  
that	  refers	  to	  ‘where	  the	  product	  is	  manufactured	  or	  produced’,	  to	  trace	  the	  place	  of	  
production	  of	  a	  luxury	  brand	  product.	  Nevertheless,	  the	  brand	  designer	  from	  Shanghai	  
Tang	  had	  a	  different	  view	  and	  pointed	  out	  that	  the	  majority	  of	  global	  products	  are	  
already	  manufactured	  in	  China,	  including	  the	  international	  luxury	  brand	  products,	  and	  
therefore,	  based	  on	  this	  fact	  and	  regardless	  of	  the	  place	  of	  production,	  believed	  that	  the	  
heritage,	  craftsmanship,	  and	  reputation	  of	  a	  brand	  should	  be	  the	  used	  to	  define	  ‘country	  
of	  origin’	  (The	  interviewee,	  2014).	  If	  consumers	  had	  applied	  these	  COO	  criteria	  to	  
Shanghai	  Tang’s	  brand	  products,	  the	  brand	  may	  have	  leant	  in	  another	  direction,	  with	  no	  
heritage	  background,	  supporting	  mass	  production,	  and	  carrying	  blurry	  brand	  images	  
with	  a	  negative	  reputation.	  It	  shows	  that	  Shanghai	  Tang	  would	  rather	  not	  claim	  its	  COO	  
as	  a	  luxury	  brand	  in	  a	  global	  context.	  Tang	  Tang	  Tang	  Tang’s	  designer	  expressed	  the	  
deep	  belief	  that	  Chinese	  production	  could	  reach	  a	  higher	  standard,	  on	  a	  par	  with	  its	  
international	  counterparts.	  When	  that	  happens,	  Chinese	  people	  will	  be	  ‘proud	  of	  
producing	  products	  “Made	  by	  Chinese”	  with	  good	  quality,	  lasting	  designs,	  and	  
reasonable	  prices’	  (Tang,	  2015).	  In	  reality,	  the	  brand	  seems	  to	  have	  supported	  mass	  
production	  rather	  than	  craftsmanship;	  thus,	  there	  was	  no	  obvious	  control	  on	  quality	  
that	  would	  have	  placed	  a	  guarantee	  on	  the	  product	  life,	  but	  only	  one	  that	  kept	  the	  costs	  
of	  production	  low.	  
	  
The	  brand	  designer	  from	  the	  domestic	  LCB,	  Vmajor	  supported	  ‘place	  of	  production’	  as	  a	  
base	  and	  expressed	  the	  positive	  view	  that	  the	  quality	  of	  production	  in	  China	  has	  been	  
gradually	  improving	  and	  that	  it	  is	  important	  to	  get	  this	  right	  in	  order	  to	  enhance	  the	  
brand	  quality,	  which	  acts	  as	  a	  projection	  of	  the	  brand’s	  origin.	  There	  is	  an	  exceptional	  
view	  of	  COO	  from	  the	  brand	  designer	  of	  ZucZug,	  who	  believed	  that	  ‘where	  the	  product	  
is	  designed’	  as	  well	  as	  ‘where	  the	  brand	  starts	  up’	  should	  determine	  whether	  a	  label	  
deserves	  the	  ‘Designed	  in	  China’	  designation.	  That	  ZucZug,	  a	  successful	  brand	  in	  the	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domestic	  luxury	  market,	  carried	  a	  vision	  of	  shifting	  consumers’	  attention	  from	  ‘Made	  in	  
China’	  to	  ‘Designed	  in	  China’	  is	  encouraging.	  Arguably,	  this	  might	  lead	  to	  changing	  the	  
label	  formula	  ‘Made-­‐in-­‐Country’	  on	  the	  majority	  of	  global	  products	  to	  ‘Designed-­‐in-­‐
Country’.	  
	  
After	  all,	  two	  out	  of	  the	  four	  designers	  commented	  that	  COO	  might	  no	  longer	  be	  an	  
important	  measure	  in	  global	  branding	  practice,	  as	  suggested	  by	  Maurer	  (2011)	  considers	  
a	  label	  of	  ‘Made	  in	  the	  World’.	  Zhu	  from	  Vmajor	  claimed	  that	  ‘a	  modern	  Chinese	  brand	  
with	  an	  international	  signature	  should	  have	  no	  geographical	  boundary’	  (Zhu,	  2014)	  and	  
the	  brand	  designer	  from	  Shanghai	  Tang	  also	  considered	  that	  ‘design	  vision	  and	  design	  
intentions	  were	  more	  essential	  to	  design	  and	  brand	  development’	  (The	  interviewee,	  
2014).	  These	  comments	  may	  reflect	  the	  trend	  of	  global	  design	  platforms	  in	  the	  future.	  
But	  in	  view	  of	  the	  luxury	  branding	  practices,	  the	  emerging	  LCBs	  in	  particular	  are	  unclear	  
about	  the	  situation	  in	  regard	  to	  the	  COO.	  In	  terms	  of	  intellectual	  property	  rights,	  it	  
would	  have	  no	  protection	  on	  brand	  designs	  and	  patents,	  especially	  the	  counterfeit	  issue	  
of	  luxury	  goods.	  Additionally,	  with	  political	  and	  economic	  constraints,	  the	  designer,	  
acting	  as	  a	  creator	  of	  brand	  equity,	  should	  take	  a	  responsibility	  to	  maintain	  a	  fair,	  
transparent,	  and	  effective	  COO	  system	  for	  global	  trade	  protection.	  
	  
The	  investigation	  into	  COO	  was	  wide	  in	  relation	  to	  that	  of	  the	  designation	  ‘Designed	  in	  
China’.	  It	  is	  obvious	  there	  is	  a	  large	  difference	  in	  COO	  between	  domestic	  and	  Hong	  Kong	  
SAR-­‐based	  brands.	  The	  controversial	  case	  is	  Shanghai	  Tang,	  which	  has	  been	  managed	  
and	  designed	  by	  other	  ethnic	  groups.	  The	  latest	  news	  is	  that	  the	  Swiss	  luxury	  group	  
Richemont	  SA	  has	  agreed	  to	  sell	  Shanghai	  Tang	  to	  an	  Italian	  entrepreneur,	  Alessandro	  
Bastagli,	  and	  a	  Hong	  Kong	  SAR-­‐based	  consumer-­‐focused	  private	  equity	  fund	  Cassia	  
Investments	  on	  30	  June	  2017	  (John,	  2017).	  The	  evidence	  suggests	  that	  the	  majority	  of	  
management,	  marketing,	  and	  designer	  teams	  comprise	  either	  non-­‐Chinese-­‐origin	  or	  
overseas-­‐educated/trained	  staff.	  This	  would	  be	  a	  significant	  negative	  mark	  against	  a	  
luxury	  brand	  that	  seriously	  claims	  to	  be	  ‘China’s	  first	  luxury	  lifestyle	  brand’	  in	  the	  global	  
market.	  Another	  Hong	  Kong	  SAR-­‐based	  brand,	  Tang	  Tang	  Tang	  Tang,	  demonstrates	  a	  
similar	  situation,	  with	  teams	  from	  management	  to	  design	  comprising	  mostly	  colonial	  
Hong	  Kong	  locals	  and	  Westerners,	  but	  most	  were	  educated	  overseas	  and	  have	  long	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histories	  of	  life	  experience	  outside	  of	  mainland	  China.	  The	  common	  practice	  exemplified	  
by	  these	  two	  cases	  is	  due	  to	  the	  hybrid	  style	  of	  East-­‐meet-­‐West	  designs	  conforming	  to	  
Orientalism,	  which	  also	  proves	  the	  view	  of	  Zhu	  and	  Lam	  (2006)	  that	  the	  stereotypical	  
Chinese	  brand	  attributes	  are	  the	  result	  of	  designers’	  lack	  of	  cultural	  understanding	  of	  
Chinese	  civilisation.	  Both	  brands	  intended	  to	  target	  the	  affluent	  Chinese	  but	  failed	  to	  
draw	  their	  attention	  with	  their	  products.	  The	  brand	  designers	  from	  both	  Hong	  Kong	  
SAR-­‐based	  brands	  relied	  mostly	  on	  literature	  and	  digital	  references,	  with	  only	  limited	  
empirical	  research	  to	  gain	  a	  better	  understanding	  of	  market	  demand.	  The	  continuous	  
mass	  production,	  replication,	  and	  deployment	  of	  stereotypical	  Chinese	  signs	  without	  
alteration	  also	  raises	  questions	  about	  the	  strategies	  of	  these	  luxury	  brands.	  
	  
In	  terms	  of	  the	  place	  of	  production,	  the	  Hong	  Kong	  SAR-­‐based	  LCBs	  also	  demonstrate	  
contradictions	  in	  the	  concept	  of	  ‘Made	  by	  Chinese’	  as	  the	  brands	  also	  showed	  their	  
support	  for	  mass	  production	  over	  craftsmanship.	  In	  contrast,	  both	  cases	  from	  the	  
domestic	  luxury	  brands	  displayed	  a	  full	  understanding	  of	  market	  demands,	  brand	  
positioning,	  and	  staffing,	  as	  well	  as	  of	  brand	  communication	  and	  product	  promotion.	  
Most	  importantly,	  these	  brands	  were	  actively	  engaged	  in	  innovative	  approaches	  to	  
materials	  and	  production	  for	  design	  originality.	  Their	  vision,	  to	  enhance	  the	  ‘Designed	  in	  
China’	  label	  with	  proactive	  attitudes	  in	  brand	  building	  and	  developing,	  is	  leading	  Chinese	  
brands	  to	  the	  global	  luxury	  platform.	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Expression	  of	  brand	  and	  visual	  semiotics	  
	  
Non-­‐effectiveness	  in	  visual	  semiotics	  
The	  core	  aim	  of	  this	  research	  was	  to	  investigate	  the	  effectiveness	  of	  Chinese	  tropes	  in	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  to	  convey	  messages	  to	  audiences.	  The	  enquiry	  
came	  from	  the	  overwhelming	  use	  of	  stereotypical	  Chinese	  signs	  in	  surface	  designs.	  This	  
phenomenon	  frequently	  took	  place	  in	  emerging	  luxury	  Chinese	  branding	  practices;	  both	  
brand	  and	  visual	  semiotic	  analyses	  were	  employed	  to	  generate	  insights	  from	  multiple	  
case	  studies.	  Sufficient	  data	  was	  collected	  from	  the	  interview	  participants	  in	  order	  to	  
show	  in	  this	  section	  the	  underlying	  denotations	  assumed	  by	  the	  brand	  designers	  and	  the	  
ways	  in	  which	  the	  brands	  presented	  their	  visions	  to	  consumers.	  This	  will	  help	  to	  
consolidate	  the	  brand	  and	  visual	  semiotic	  analysis	  and	  conclude	  the	  market	  situation	  of	  
the	  brands	  in	  order	  to	  define	  the	  role	  of	  Chinese	  tropes	  in	  brand	  communication	  in	  a	  
global	  context.	  
	  
Shanghai	  Tang	  has	  a	  long	  history	  of	  incorporating	  stereotypical	  Chinese	  signs	  in	  various	  
brand	  applications,	  including	  womenswear,	  menswear,	  fashion	  accessories,	  and	  home	  
accessories	  collections.	  Although	  the	  signs	  are	  common	  decorations	  of	  surface	  designs	  
to	  global	  audiences,	  not	  everyone	  has	  any	  specific	  knowledge	  of	  the	  authentic	  Chinese	  
meanings.	  The	  Shanghai	  Tang	  designer	  claimed	  that	  no	  one	  in	  the	  company	  had	  such	  
knowledge	  either,	  so	  the	  designer	  was	  the	  only	  consultant	  responsible	  for	  explaining	  
and	  translating	  the	  symbolism	  of	  the	  Chinese	  signs,	  which	  they	  were	  able	  to	  do	  only	  
with	  the	  limited	  information	  they	  had	  gained	  through	  experience	  and	  education	  (The	  
interviewee,	  2014).	  In	  fact,	  the	  majority	  of	  the	  new	  Chinese	  generation	  only	  have	  a	  very	  
general	  idea	  of	  the	  meanings	  of	  the	  Chinese	  tropes;	  they	  simply	  regard	  these	  symbols	  as	  
ancient	  Chinese	  artefacts	  with	  over	  thousand	  years	  of	  history.	  The	  designers	  from	  
Shanghai	  Tang	  were	  extending	  the	  concept	  of	  Orientalism	  to	  convey	  a	  nostalgic	  1920s	  
Shanghai	  fantasy	  to	  overseas	  consumers.	  In	  2008,	  the	  brand	  published	  a	  booklet	  entitled	  
Lexicon	  of	  Luck,	  which	  explained	  the	  historical	  connotations	  and	  ordinary	  uses	  of	  the	  
Chinese	  signs,	  such	  as	  the	  characters	  Fú 福	  (connoting	  wealth	  and	  fortune),	  Xi	  囍	  
(connoting	  double	  happiness),	  Shòu 寿 (connoting	  longevity)	  and	  more	  (see	  Figures	  345	  -­‐	  
347).	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This	  practice	  may	  have	  helped	  to	  impress	  those	  luxury	  consumers	  who	  were	  interested	  
in	  the	  symbolism	  of	  the	  signs;	  it	  also	  allowed	  the	  brand	  to	  reinforce	  its	  image	  as	  a	  
Chinese	  brand.	  By	  understanding	  the	  authentic	  meanings	  of	  the	  signs,	  consumers	  may	  
not	  only	  ‘get’	  the	  Chinese	  symbolism,	  but	  also	  rethink	  the	  connotations	  in	  a	  
contemporary	  sense.	  These	  stereotypical	  Chinese	  signs,	  often	  in	  the	  form	  of	  auspicious	  
wishes,	  carried	  various	  specific	  meanings	  for	  daily	  blessings	  as	  part	  of	  an	  old	  Chinese	  
custom.	  It	  is	  interesting	  for	  consumers	  to	  learn	  authentic	  Chinese	  knowledge	  through	  
the	  brand	  experience;	  however,	  it	  is	  uncertain	  whether	  customers	  are	  really	  interested	  
in	  learning	  about	  the	  cultural	  context.	  In	  terms	  of	  design,	  the	  Chinese	  tropes	  just	  
presented	  a	  sense	  of	  ‘Chinese-­‐ness’	  by	  drawing	  on	  the	  concepts	  from	  the	  old	  days.	  
Without	  any	  differentiation	  as	  an	  individual	  brand,	  Shanghai	  Tang	  might	  have	  been	  
regarded	  as	  ‘the	  first	  lifestyle	  brand	  in	  China’,	  but	  was	  not	  unique	  when	  the	  
stereotypical	  Chinese	  signs	  were	  being	  deployed	  in	  numerous	  Chinese-­‐themed	  brands	  
and	  products.	  	  In	  fact,	  Shanghai	  Tang’s	  designs	  often	  contained	  combinations	  of	  Chinese	  
signs	  that	  carried	  confused	  connotations	  to	  consumers.	  
	  
The	  intended	  brand	  image	  of	  Shanghai	  Tang	  in	  the	  early	  1990s	  (Sir	  David	  Tang’s	  era)	  was	  
to	  flavour	  classic	  1920s	  Shanghai	  attributes	  with	  a	  twist	  of	  exotic	  style.	  A	  wide	  variety	  of	  
‘China	  style’	  motifs	  symbolised	  a	  sense	  of	  joy	  and	  happiness,	  and	  became	  Shanghai	  
Tang’s	  signature	  among	  the	  LCBs.	  Shanghai	  Tang’s	  brand	  image	  successfully	  captured	  
global	  attention	  and	  raised	  the	  awareness	  of	  potential	  LCBs.	  But	  there	  was	  a	  potential	  
for	  contradiction	  inherent	  in	  deploying	  certain	  signs	  on	  material	  objects.	  The	  misleading	  
usage	  of	  the	  five-­‐claw	  dragon	  motif	  was	  found	  in	  a	  number	  of	  cases,	  including	  on	  the	  
limited	  editions	  of	  coffee	  machines.	  One	  may	  wonder	  what	  the	  idea	  behind	  the	  
adoption	  of	  dragon	  symbols	  in	  home	  accessories	  merchandise	  was.	  For	  the	  2011	  
Christmas	  decoration	  designs,	  the	  five-­‐claw	  dragon	  motif	  (connoting	  strength	  and	  
power)	  was	  incorporated	  into	  Christmas	  decoration	  baubles	  (see	  Figure	  348).	  The	  
dragon	  signs	  may	  make	  sense	  if	  used	  in	  menswear	  and	  men’s	  fashion	  accessories,	  given	  
the	  association	  with	  masculinity,	  power,	  and	  strength,	  but	  there	  is	  confusion	  about	  
using	  dragons	  on	  Christmas	  baubles.	  Another	  example,	  the	  coin	  motif	  (connoting	  wealth	  
and	  fortune)	  was	  deployed	  on	  a	  smartphone	  case,	  which	  is	  neither	  a	  money	  holder	  nor	  a	  
money	  generator.	  In	  another	  example,	  the	  Chinese	  character	  Fú 福	  motif	  (connoting	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wealth	  and	  fortune)	  was	  used	  to	  decorate	  a	  paddleboard	  (see	  Figure	  349),	  a	  new	  trend	  
in	  water	  sport	  that	  emerged	  in	  the	  West.	  Consumers	  may	  wonder	  about	  the	  reason	  for	  
needing	  to	  be	  blessed	  with	  fortune	  when	  engaging	  in	  a	  water	  sport.	  The	  mixing	  and	  
matching	  of	  stereotypical	  Chinese	  signs,	  confusing	  their	  connotations	  with	  the	  uses	  of	  
the	  material	  objects	  they	  appeared	  on	  generated	  a	  series	  of	  conflicts.	  The	  role	  of	  the	  
signs	  in	  such	  cases	  was	  not	  to	  connote	  auspicious	  meanings,	  but	  rather	  to	  stand	  as	  a	  
symbol	  for	  the	  brand	  which	  uses	  the	  Chinese	  representations	  of	  ‘best	  wishes’	  in	  order	  to	  
signify	  the	  Chinese	  origin,	  and	  thereby	  to	  draw	  global	  attention	  to	  the	  cultural	  history	  of	  





Fig.345	  –	  Fig.347:	  Shanghai	  Tang	  Left	  to	  right:	  2008	  Booklet	  ‘Lexicon	  of	  Luck’	  
(Shanghai	  Tang,	  2008)	  
Fig.348:	  Shanghai	  Tang	  Bottom	  left:	  2011	  A	  five-­‐claw	  dragon	  motif	  on	  Christmas	  decoration	  
baubles	  (Shanghai	  Tang,	  2011,	  p.	  19)	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Further	  examples	  of	  contradictory	  visual	  semiotics	  were	  found	  in	  another	  Hong	  Kong	  
SAR-­‐based	  company	  Tang	  Tang	  Tang	  Tang’s	  branded	  products.	  As	  an	  emerging	  LCB,	  Tang	  
Tang	  Tang	  Tang	  was	  keen	  to	  apply	  its	  ‘Chinese-­‐ness’	  with	  humorous	  ideas	  in	  its	  
products.	  In	  a	  2013	  cufflink	  design,	  the	  engraved	  graphic	  icons	  depicted	  an	  eye	  and	  a	  
wall	  on	  one	  side,	  and	  an	  eye	  and	  a	  leg	  on	  the	  other	  side.	  The	  graphics	  do	  not	  convey	  any	  
message	  via	  logical	  visual	  semiotic	  analysis,	  but	  the	  quirky	  idea	  behind	  the	  design	  
become	  clear	  when	  saying	  the	  names	  of	  the	  objects	  in	  Mandarin	  as	  ài	  (object:	  eye;	  
meaning:	  love)	  and	  wǒ	  (object:	  wall;	  meaning:	  me)	  for	  one	  cufflink	  (see	  Figure	  350),	  and	  
ài	  (object:	  eye;	  meaning:	  love)	  and	  nǐ	  (object:	  knee;	  meaning:	  you)	  for	  the	  other	  cufflink,	  
to	  complete	  the	  sentence:	  ài	  wǒ	  ài	  nǐ	  (meaning	  ‘love	  me,	  love	  you’).	  The	  product	  was	  
obviously	  designed	  to	  target	  mainland	  Chinese	  consumers,	  and	  the	  effectiveness	  of	  
delivering	  the	  message	  with	  such	  signs	  may	  vary.	  However,	  this	  will	  not	  be	  fully	  
understood	  by	  other	  global	  customers	  who	  do	  not	  speak	  the	  same	  language.	  Another	  
example	  was	  the	  design	  of	  a	  salt	  and	  pepper	  set	  (see	  Figure	  351),	  which	  incorporated	  a	  
fortune	  cookie	  as	  a	  symbolic	  form	  of	  a	  Chinese	  sign.	  In	  fact,	  the	  fortune	  cookie	  can	  be	  
regarded	  as	  a	  fantasy	  element	  of	  an	  imagined	  exotic	  Chinese	  cuisine,	  but	  was	  actually	  
invented	  in	  the	  United	  States	  and	  has	  been	  popularly	  used	  as	  an	  after-­‐meal	  gift	  in	  
Chinese	  restaurants	  overseas,	  not	  domestically.	  In	  terms	  of	  authenticity,	  the	  use	  of	  the	  
sign	  of	  the	  fortune	  cookie	  was	  purely	  an	  extension	  of	  Orientalism	  that	  has	  no	  sense	  of	  
heritage	  in	  Chinese	  civilisation.	  
	  
	   	  
	  
Fig.350:	  Tang	  Tang	  Tang	  Tang	  Left:	  2013	  oval	  cufflinks	  (Tang	  Tang	  Tang	  Tang,	  2013)	  
Fig.351:	  Tang	  Tang	  Tang	  Tang	  Right:	  2013	  salt	  and	  pepper	  set	  in	  the	  form	  of	  fortune	  cookies	  
(Tang	  Tang	  Tang	  Tang,	  2013)	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Said	  (1994)	  states	  that	  there	  are	  different	  levels	  of	  understanding	  of	  cultures.	  Since	  the	  
emerging	  LCBs	  exploit	  large	  numbers	  of	  cultural	  elements,	  the	  frontline	  retail	  staff	  
members	  play	  an	  important	  role	  in	  delivering	  the	  brand’s	  message	  to	  consumers	  (The	  
interviewee,	  2014).	  Since	  there	  are	  local	  and	  foreign	  customers	  who	  have	  different	  
levels	  of	  understanding	  of	  Chinese	  culture,	  brand	  designers	  will	  need	  to	  provide	  various	  
communications	  to	  convey	  the	  brand	  values	  and	  brand	  beliefs,	  as	  well	  as	  the	  
connotations	  of	  signs	  to	  consumers.	  Tang	  Tang	  Tang	  Tang’s	  retail	  staffs	  convey	  its	  
messages	  verbally	  to	  consumers	  with	  no	  textual	  or	  visual	  support.	  
	  
For	  instance,	  the	  choice	  of	  zodiac	  signs	  can	  be	  associated	  with	  the	  Chinese	  horoscope.	  
When	  customers	  select	  the	  sign	  for	  a	  set	  of	  silk	  pyjamas,	  the	  retail	  staff	  from	  the	  brand	  
store	  would	  provide	  comparatively	  more	  detailed	  advice	  to	  Chinese-­‐origin	  consumers	  by	  
assuming	  that	  they	  care	  more	  about	  the	  Chinese	  horoscope	  since	  they	  may	  have	  the	  
same	  beliefs	  accompanied	  with	  the	  same	  cultural	  knowledge.	  The	  recommendation	  
would	  be	  for	  zodiac	  signs	  that	  would	  bring	  the	  customer	  good	  luck	  or	  protection	  against	  
bad	  luck	  in	  that	  particular	  year,	  according	  to	  their	  zodiac	  birth	  sign.	  Some	  customers	  
may	  wish	  to	  give	  the	  silk	  pyjamas	  as	  gifts	  and	  want	  to	  ensure	  an	  appropriate	  zodiac	  sign	  
is	  chosen.	  To	  those	  customers	  who	  lack	  Chinese	  cultural	  references	  (mostly	  those	  of	  
non-­‐Chinese	  origin),	  the	  staff	  would	  simply	  pick	  the	  zodiac	  sign	  for	  the	  year	  in	  which	  the	  
customer,	  or	  the	  person	  they	  wished	  to	  gift	  it	  to,	  was	  born.	  Since	  there	  is	  no	  printed	  
product	  description	  on	  tags	  or	  point-­‐of-­‐purchase	  information,	  the	  verbal	  advice	  service	  
is	  provided	  randomly	  or	  at	  the	  customer’s	  demand.	  
	  
This	  brings	  to	  the	  enquiry	  of	  a	  brand’s	  role	  in	  delivering	  heritable	  brand	  knowledge	  to	  
customers	  for	  cultural	  sustainability.	  Any	  brand	  should	  deliver	  product	  information	  to	  all	  
consumers	  in	  a	  fair	  manner	  as	  well	  as	  to	  provide	  proper	  training	  on	  cultural	  or	  product	  
knowledge	  of	  merchandise	  to	  staff.	  It	  is	  important	  to	  apply	  better	  communication	  tools	  
for	  brand	  promotion	  and	  knowledge	  transfer.	  The	  above	  enquires	  are,	  in	  particular,	  
critical	  to	  those	  LCBs	  that	  deploy	  Chinese	  tropes	  to	  brand	  products	  in	  tangible	  or	  
intangible	  ways	  in	  a	  global	  context.	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The	  barrier	  to	  intercultural	  communication	  posed	  by	  Chinese	  signs	  has	  not	  only	  
materialised	  in	  the	  deployment	  of	  stereotypical	  Chinese	  tropes.	  Although	  fewer	  Chinese	  
stereotypes	  are	  found	  in	  the	  products	  of	  domestic	  LCBs,	  the	  contemporary	  
interpretation	  of	  Chinese-­‐themed	  collections	  for	  occasions	  do	  not	  seem	  to	  deliver	  
cultural	  knowledge	  successfully,	  but	  rather	  only	  in	  a	  fun	  way	  and	  as	  a	  celebration	  of	  
Chinese	  festivals	  in	  a	  trendy	  style.	  In	  ZucZug’s	  2013	  collection	  “The	  legend	  of	  white	  
snake”,	  the	  designers	  captured	  the	  highlights	  of	  the	  story	  and	  visualised	  a	  number	  of	  
folklore	  characters	  with	  bold	  graphic-­‐style	  illustrations	  of	  some	  typical	  Western	  lifestyle	  
scenes.	  In	  one,	  for	  example,	  the	  Chinese	  folklore	  characters	  are	  celebrating	  Christmas	  (a	  
Western	  festival),	  and	  one	  is	  carrying	  a	  bag	  of	  gifts	  and	  flying	  in	  the	  sky,	  acting	  as	  Santa	  
Claus	  (see	  Figures	  352	  -­‐	  353).	  Although	  these	  fun	  graphics	  matched	  well	  with	  the	  
intended	  brand	  philosophy	  of	  catching	  the	  ‘lively	  moment	  of	  a	  modern	  China’	  (Wang,	  
2014),	  in	  view	  of	  the	  visual	  semiotics	  and	  without	  full	  explanation	  of	  detail	  description	  in	  
any	  form	  of	  brand	  communications,	  the	  illustrations,	  symbols,	  and	  Chinese	  characters	  
used	  in	  the	  collection	  contained	  little	  narrative	  meaning	  to	  those	  consumers	  whose	  level	  
of	  Chinese	  cultural	  knowledge	  was	  low,	  appearing	  instead	  just	  to	  be	  contemporary	  
graphics	  (see	  Figures	  354	  -­‐	  356).	  
	  
Some	  other	  ZucZug	  designs	  adopted	  visual	  elements	  inspired	  by	  modern	  Chinese	  
practices	  in	  daily	  life.	  In	  ZucZug’s	  2012	  collection	  “Wet	  market	  series	  1”,	  Chinese	  
sausage—a	  typical	  Chinese	  processed	  dry	  food—was	  used	  for	  a	  repeating	  pattern	  (see	  
Figures	  357	  -­‐	  359),	  but	  it	  does	  not	  make	  any	  obvious	  sense	  when	  incorporated	  into	  
sleeves	  (for	  cooking	  and	  driving).	  Another	  example	  is	  the	  Chinese	  characters	  that	  were	  
deployed	  in	  the	  same	  design	  series,	  such	  as	  one	  that	  meant	  ‘next	  door	  is	  cheaper’	  (see	  
Figure	  360).	  Other	  Chinese	  characters	  were	  also	  utilized	  in	  ZucZug’s	  2013	  “Shanghainese	  
barbershop”	  series;	  the	  characters	  were	  based	  on	  an	  authentic	  Shanghainese	  
barbershop	  promotional	  advertisement	  (see	  Figure	  361).	  Since	  there	  is	  no	  detailed	  
description	  of	  these	  contemporary	  Chinese	  signs,	  it	  would	  be	  hard	  for	  non-­‐Chinese	  
speaking	  audiences	  to	  understand	  the	  messages,	  and	  this	  would	  definitely	  become	  a	  
barrier	  in	  intercultural	  communications.	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Fig.352	  –	  Fig.353:	  ZucZug	  Top	  left	  and	  right:	  2013	  “The	  legend	  of	  white	  snake”	  promotional	  
illustrations	  for	  celebrating	  Christmas	  (More	  Studio,	  2017)	  
Fig.354	  –	  Fig.356:	  ZucZug	  Middle	  left	  and	  middle:	  2013	  “The	  legend	  of	  white	  snake”	  (Iliang	  Cang,	  
2013a)	  (Douban,	  2012f);	  right:	  Chinese	  characters	  –	  A	  ancient	  word	  for	  wife	  (Iliang	  Cang,	  2013b)	  
Fig.357	  –	  Fig.359:	  ZucZug	  Lower	  middle	  left	  and	  middle:	  2012	  “Wet	  market	  series	  1”	  pork	  knuckle	  
and	  Chinese	  sausage	  patterns	  on	  sleeves	  (ZucZug,	  2012);	  right:	  Sleeves	  (Douban,	  2012e)	  
Fig.360:	  ZucZug	  Bottom	  left:	  2012“Wet	  market	  series	  1”	  (ZucZug,	  2012)	  	  
Fig.361:	  ZucZug	  Bottom	  right:	  2013	  “Shanghainese	  barbershop”	  series	  (Douban,	  2014d)	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Inconsistent	  brand	  attributes	  
In	  terms	  of	  brand	  image,	  consistency	  is	  achieved	  by	  ensuring	  that	  the	  brand	  attributes	  in	  
applications	  and	  communications	  at	  different	  touch	  points	  display	  a	  united	  brand	  
identity.	  Shanghai	  Tang	  continued	  to	  use	  the	  stereotypical	  Chinese	  signs	  in	  product	  
styling	  and	  surface	  decoration	  on	  merchandise	  and	  promotions	  in	  the	  late	  twentieth	  and	  
into	  the	  twenty-­‐first	  century	  (in	  the	  Richemont	  SA	  era),	  whereas	  different	  brand	  
attributes	  combining	  ‘Chinese	  emporium’	  (The	  interviewee,	  2014),	  ‘exotic	  style’,	  and	  
contemporary	  chic	  were	  revealed	  in	  the	  brand	  image.	  Evidence	  has	  shown	  the	  different	  
outcomes	  of	  the	  different	  techniques	  used	  to	  promote	  each	  of	  the	  two	  catalogue	  
designs.	  One	  was	  the	  Luck	  catalogue	  (see	  Figures	  362	  -­‐	  363)	  in	  2008	  designed	  by	  a	  local	  
Hong	  Kong	  SAR	  team,	  which	  contained	  colonial	  Hong	  Kong-­‐educated	  and	  foreign	  staff,	  
and	  another	  was	  the	  Flora	  &	  Fauna	  of	  Gifts	  catalogue	  (see	  Figures	  364	  -­‐	  365)	  of	  2009	  
designed	  by	  a	  French	  creative	  team.	  Both	  catalogues	  introduced	  Shanghai	  Tang	  products	  
with	  typical	  Chinese	  signs	  but	  went	  in	  different	  artistic	  directions.	  The	  latter	  revealed	  an	  
aesthetic	  sense	  in	  the	  photographic	  art	  direction,	  while	  the	  designs	  by	  the	  local	  team	  
followed	  a	  direct	  sale	  format,	  with	  heavy	  use	  of	  Chinese	  symbolic	  motifs	  as	  supporting	  
graphics.	  It	  obviously	  showed	  that	  the	  brand	  lacked	  control	  over	  the	  overall	  brand	  image	  
projected	  in	  different	  media,	  with	  no	  clear,	  consistent	  direction	  briefing	  to	  the	  designer	  
and	  the	  collaborating	  partners.	  This	  practice	  created	  a	  blurred	  and	  confusing	  brand	  
image	  for	  consumers	  (Luxury	  Companies,	  2011)	  and	  made	  it	  difficult	  to	  convey	  the	  
message	  to	  the	  right	  target	  market	  segments.	  
	  
	  




Fig.362	  -­‐	  Fig.363:	  Shanghai	  Tang	  2008	  Lexicon	  of	  Luck	  –	  Holiday	  Catalogue	  
(Shanghai	  Tang,	  2008)	  	  
Fig.364	  –	  Fig.365:	  Shanghai	  Tang	  2010	  The	  Flora	  &	  Fauna	  of	  Gifts	  Catalogue	  
(Shanghai	  Tang,	  2010,	  pp.	  24-­‐25)	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Shifting	  from	  collectivism	  to	  individualism	  in	  brand	  semiotics	  
In	  terms	  of	  brand	  semiotics,	  LCBs	  transformed	  from	  generating	  collectivism	  in	  the	  early	  
1990s	  to	  individualism	  to	  the	  2010s.	  Shanghai	  Tang’s	  silk	  Han-­‐style	  jacket	  with	  its	  
striking	  brand	  colours	  became	  a	  luxury	  dress	  code	  in	  the	  1990s	  and	  was	  welcomed	  by	  
global	  celebrities	  and	  luxury	  consumers.	  The	  colourful	  silk	  lining	  of	  the	  Han-­‐style	  jacket	  
and	  the	  stereotypical	  Chinese	  signs	  on	  the	  surface	  designs	  presented	  a	  Chinese-­‐chic	  
trend	  at	  the	  time	  (see	  Figure	  366).	  Upper	  class	  customers	  and	  celebrities	  worldwide	  
once	  wore	  these	  iconic	  pieces	  to	  parties	  and	  special	  occasions.	  In	  some	  ways,	  this	  
fashion	  constructed	  a	  social	  relationship	  through	  the	  deployment	  of	  Chinese	  tropes	  
within	  a	  contemporary	  approach.	  This	  branding	  practice	  spread	  to	  the	  emerging	  LCB	  
Tang	  Tang	  Tang	  Tang.	  It	  could	  be	  argued	  that	  the	  use	  of	  Chinese	  tropes	  was	  actually	  a	  
personal	  preference	  of	  Sir	  David	  Tang	  for	  the	  style	  of	  Orientalism,	  which	  represented	  
China	  from	  a	  Western	  perspective.	  The	  choice	  of	  stereotypical	  Chinese	  signs	  was	  then	  
based	  on	  the	  generalisations	  of	  the	  West,	  which	  tends	  to	  view	  China	  as	  the	  exotic	  
Orient,	  using	  the	  historical	  motifs	  that	  may	  have	  had	  5,000	  years	  of	  use	  in	  Chinese	  
civilisation.	  
	  
Tang	  Tang	  Tang	  Tang	  also	  applied	  its	  own	  brand	  monograms	  to	  its	  branded	  products	  
(Tang,	  2015).	  Monogram	  creation	  is	  a	  common	  practice	  in	  international	  branding.	  It	  
creates	  social	  symbolism	  for	  stakeholders	  in	  order	  to	  enhance	  customer	  engagement	  
and	  loyalty.	  The	  monogram	  collection	  idea	  would	  benefit	  some	  heritage	  brands	  with	  a	  
good	  reputation	  among	  stakeholders;	  however,	  the	  young	  brand	  Tang	  Tang	  Tang	  Tang	  
lacked	  any	  reputation	  or	  heritage	  in	  the	  luxury	  market.	  In	  fact,	  the	  emerging	  luxury	  
Chinese	  consumers	  preferred	  to	  see	  fresh	  ideas	  in	  brand	  products	  rather	  than	  
monogram	  designs	  that	  have	  no	  heritage	  value	  in	  the	  global	  market.	  The	  zodiac	  signs	  
used	  in	  the	  silk	  pyjamas	  were	  also	  used	  to	  target	  elite	  Chinese	  consumers	  (Rosenbaum-­‐
Elliot,	  et	  al.,	  2007,	  p.	  46)	  (see	  Figure	  367).	  The	  strategy	  of	  using	  Chinese	  signs	  to	  
construct	  social	  symbolism	  did	  not	  work	  and	  proves	  the	  failure	  to	  draw	  on	  the	  
collectivism	  of	  modern	  luxury	  consumers	  in	  the	  twenty-­‐first	  century.	  
	  




Fig.366:	  Shanghai	  Tang	  Left:	  1994	  Han-­‐style	  jacket	  with	  colourful	  lining	  (eBay,	  2013c)	  
Fig.367:	  Tang	  Tang	  Tang	  Tang	  Right:	  2013	  silk	  pyjamas	  with	  zodiac	  signs	  
(Tang	  Tang	  Tang	  Tang,	  2013)	  
	  
The	  designs	  of	  ZucZug	  were	  mostly	  plain	  in	  their	  cut	  with	  a	  bright	  colour	  tone	  and	  a	  
smart	  but	  casual	  style.	  The	  brand	  developed	  various	  sub-­‐brands	  with	  different	  attributes	  
and	  encouraged	  self-­‐expression	  with	  wear-­‐to-­‐speak	  designs	  in	  the	  twenty-­‐first	  century.	  
This	  illustrates	  the	  boom	  of	  individual	  style	  in	  modern	  Chinese	  society.	  Vmajor	  was	  one	  
of	  the	  emerging	  luxury	  Chinese	  designer	  brands	  not	  to	  have	  deployed	  any	  stereotypical	  
Chinese	  signs	  on	  its	  product	  surfaces.	  Instead,	  the	  brand	  designers	  embedded	  individual	  
thinking	  into	  the	  clothing	  patterns	  and	  the	  overall	  brand	  image.	  As	  the	  brand	  designer	  
stated,	  Vmajor	  aimed	  ‘to	  build	  a	  tough	  image	  for	  Chinese	  women,	  who	  are	  taking	  on	  
more	  and	  more	  important	  roles	  in	  China’	  (Zhu,	  2014).	  This	  clear	  branding	  direction	  
helped	  to	  gear	  the	  designer	  toward	  generating	  various	  styles	  of	  womenswear,	  projecting	  
both	  the	  masculine	  and	  feminine	  sides	  of	  Chinese	  women.	  The	  tough	  and	  professional	  
image	  with	  a	  sense	  of	  femininity	  was	  reflected	  in	  the	  overall	  look	  of	  the	  brand	  designs	  
and	  it	  successfully	  built	  a	  sense	  of	  individualism.	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The	  evidence	  clearly	  shows	  that	  Chinese	  tropes	  have	  not	  added	  value	  to	  the	  heritage	  
properties	  of	  LCBs	  despite	  their	  5000	  years	  history.	  There	  were	  significant	  differences	  
between	  the	  LCBs	  from	  the	  two	  different	  locations	  in	  the	  China	  region	  in	  terms	  of	  
strategic	  planning	  and	  the	  results	  of	  the	  different	  design	  outcomes.	  Plenty	  of	  
stereotypical	  Chinese	  signs	  were	  found	  in	  the	  Hong	  Kong	  SAR-­‐based	  brands,	  but	  neither	  
the	  designers	  nor	  the	  consumers	  showed	  concern	  for	  the	  visual	  semiotics	  in	  relation	  to	  
the	  designs.	  The	  deployment	  of	  these	  signs	  was	  merely	  a	  transorientalism—the	  
continuous	  ideology	  of	  an	  exotic	  Orientalism	  which	  successfully	  attracted	  Western	  
consumers	  as	  well	  as	  constructing	  a	  social	  relationship	  through	  collective	  symbolism	  
which	  engaged	  the	  mainlanders	  from	  the	  Chinese	  market.	  
	  
Both	  domestic	  and	  Hong	  Kong	  SAR-­‐based	  LCBs	  did	  not	  sustain	  knowledge	  of	  Chinese	  
heritage	  or	  provide	  sufficient	  information	  to	  consumers,	  thus	  these	  Chinese-­‐orientated	  
designs	  or	  themed	  collections	  (whether	  using	  stereotypes	  or	  contemporary	  styles)	  had	  
no	  knowledge-­‐transferable	  platform.	  To	  those	  consumers	  potentially	  interested	  in	  the	  
narrative	  content	  behind	  the	  designs,	  there	  was	  no	  opportunity	  to	  find	  the	  relevant	  
information.	  Although,	  this	  practice	  was	  also	  found	  in	  the	  domestic	  LCBs,	  they	  had	  taken	  
a	  different	  approach	  to	  promotion:	  the	  brands	  took	  an	  active	  role	  in	  embedding	  
designers’	  original	  concepts	  and	  spread	  their	  ideas	  through	  media	  and	  interviews.	  The	  
brand	  designs	  consistently	  reflected	  the	  individualism	  of	  the	  new	  generation	  of	  Chinese.	  
In	  terms	  of	  brand	  semiotics,	  because	  both	  of	  the	  Hong	  Kong	  SAR-­‐based	  brands	  studied	  
in	  this	  research	  produced	  a	  hybrid	  style	  combining	  the	  stereotypical	  Chinese	  signs	  with	  
newly	  transformed	  products,	  this	  simultaneously	  projected	  both	  a	  nostalgic	  and	  a	  
contemporary	  image	  that	  has	  confused	  global	  consumers.	  Yet,	  the	  hybrid	  style,	  when	  
compared	  to	  those	  designs	  by	  sophicated	  Western	  designers,	  presented	  a	  taste	  that	  has	  
drawn	  attention	  from	  only	  a	  minority	  of	  tourists	  and	  could	  never	  be	  regarded	  as	  a	  style	  
that	  would	  introduce	  a	  new	  trend	  to	  the	  global	  luxury	  market.	  This	  informed	  another	  
question	  about	  the	  design	  standard	  of	  LCB	  designers	  who	  showed	  disregard	  for	  their	  
origins.	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Conceptual	  framework	  testing	  
	  
The	  above	  visual	  discourse	  analysis	  has	  covered	  the	  core	  areas	  of	  branding	  practice	  
under	  the	  four	  thematic	  headings	  of	  material	  objects,	  signs,	  country	  of	  origin,	  and	  brand	  
and	  visual	  semiotics	  for	  investigation.	  Based	  on	  the	  results	  of	  the	  analysis,	  a	  test	  of	  the	  
conceptual	  framework	  was	  implemented,	  as	  discussed	  in	  this	  section,	  for	  further	  
analysis.	  The	  test	  yielded	  some	  insights	  through	  the	  comparison	  of	  the	  multiple	  case	  
studies	  of	  the	  four	  brands;	  it	  also	  listed	  relevant	  COO	  information	  about	  the	  brand	  start-­‐
up	  location,	  branch	  location(s),	  and	  place(s)	  of	  production.	  Ethnic	  background	  and	  life	  
experience	  of	  the	  brand	  operators	  and	  brand	  designers	  were	  also	  taken	  into	  account,	  as	  
far	  as	  was	  possible	  with	  the	  information	  collected.	  The	  ways	  of	  sourcing	  Chinese	  cultural	  
knowledge	  and	  references	  used	  by	  the	  brand	  operator	  or	  brand	  designers	  to	  gain	  ideas	  
and	  inspiration	  and	  to	  generate	  designs	  were	  equally	  important	  matters	  for	  
investigation.	  The	  designer’s	  intentions	  through	  denotation,	  the	  consumer’s	  view	  
through	  connotation,	  and	  the	  message	  conveyed	  through	  brand	  semiotics	  are	  all	  critical	  
information	  for	  the	  test.	  The	  evidence	  clearly	  shows	  that	  visual	  semiotics	  have	  not	  been	  
intentionally	  applied	  in	  emerging	  luxury	  Chinese	  branding	  practices.	  Instead,	  from	  a	  
brand	  semiotics	  perspective,	  as	  Rosenbaum-­‐Elliott,	  et	  al.	  (2007,	  p.	  46)	  state,	  brand	  
operators,	  designers,	  and	  consumers	  are	  co-­‐creators,	  who	  construct	  self-­‐symbolism	  and	  
social-­‐symbolism	  through	  luxury	  consumption.	  Selected	  representative	  designs	  were	  
used	  for	  testing	  with	  detailed	  information	  about	  communication	  for	  coherent	  
examination.	  Since	  Shanghai	  Tang	  shifted	  its	  ownership	  from	  Sir	  David	  Tang	  to	  the	  
Richemont	  SA	  luxury	  group	  and	  revealed	  significant	  changes	  in	  Chinese	  trope	  
development,	  it	  is	  important	  to	  review	  these	  LCB	  designs	  under	  different	  management	  
during	  the	  two	  major	  periods	  of	  Shanghai	  Tang	  in	  the	  last	  two	  decades.	  Regarding	  the	  
other	  three	  brands,	  representative	  designs	  with	  material	  objects	  and	  signs	  have	  been	  
chosen	  for	  testing.	  The	  left	  column	  in	  each	  case	  lists	  the	  information	  that	  proves	  direct	  
associations	  with	  the	  design	  outcomes	  on	  the	  right.	  Here,	  the	  content	  simply	  states	  the	  
facts,	  regardless	  of	  the	  success	  or	  failure	  of	  the	  brand	  management	  in	  relation	  to	  its	  
practices;	  instead,	  by	  examining	  the	  images	  of	  ‘luxury	  Chinese	  brand	  designs’,	  the	  
theoretical	  propositions	  can	  be	  justified	  and	  confidently	  confirmed.	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Shanghai	  Tang	  (1994	  -­‐	  1998)	  
	  	  	  	   	  
	  	  	  	   	  
	  
Fig.368	  –	  Fig.372:	  Shanghai	  Tang	  -­‐	  A	  selection	  of	  
merchandise	  with	  motifs	  and	  symbols	  from	  1994-­‐
1997	  Top	  to	  bottom:	  Signature	  Han-­‐style	  jacket	  
(eBay,	  1995c),	  scarf	  with	  motifs	  (eBay,	  1994b),	  
Iconic	  symbols	  on	  watch	  (eBay,	  1994c)	  and	  
cushions	  (Pinterest.com,	  2013d;	  Pinterest.com,	  
2013e)	  	  	  
	  
Country	  of	  origin	  
	  
Start-­‐up	  location	  
Hong	  Kong	  SAR	  
	  
Branch	  location(s)	  
Asia	  Hong	  Kong,	  China	  
America	  New	  York	  (closed	  in	  1997)	  
	  




European	  countries	  (imported)	  
	  
Brand	  operator/Management	  
Sir	  David	  Tang,	  founder	  –	  
Hong	  Kong-­‐born,	  UK	  educated	  




Overseas-­‐born	  and	  educated	  
Chinese	  designers	  
	  




Foreign	  experts	  and	  tourists	  
	  
Brand	  philosophy	  
Rejuvenate	  Chinese	  fashion	  
	  
Denotation	  
Nostalgic	  1920s	  Shanghai	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Shanghai	  Tang	  (1999	  –	  2014)	  
	  	  	   	  
	  	  	   	  	  	  	  	   	  
	  
Fig.373	  -­‐	  Fig.378:	  Shanghai	  Tang	  Top	  left:	  2012	  
Advertising	  with	  Asian	  models	  (Inluxe.cn,	  2012);	  
Top	  to	  bottom:	  others:	  A	  selection	  of	  
merchandise	  from	  1999-­‐2014	  including	  mass	  
produced	  knitwear	  top	  (Denim	  Jeans	  Observer,	  
2011),	  motifs	  and	  symbols	  on	  phone	  case	  (The	  
Digital	  Stock,	  2013),	  Christmas	  decoration	  
baubles	  (Wong,	  E.,	  2011),	  stand	  up	  paddle	  (SUP)	  
board	  (Rty	  aze,	  2013a)	  and	  Fixie	  Bike	  (Goh,	  2012)	  
	  
Country	  of	  origin	  
	  
Start-­‐up	  location	  
Hong	  Kong	  -­‐	  SAR	  
	  
Branch	  location(s)	  (20	  as	  of	  2016)	  





Place(s)	  of	  production	  
China/Hong	  Kong/Britain	  (imported)	  
European	  countries	  (imported)	  
	  
Brand	  operator/Management	  
Richemont	  SA,	  Owner	  (Switzerland-­‐
based	  luxury	  group)/	  
Raphael	  le	  Masne	  de	  Chermont,	  




Chinese	  designers/Hong	  Kong	  SAR-­‐
born	  Chinese	  designer/	  
Limited	  Chinese	  or	  HKSAR	  designers	  
	  
Chinese	  cultural	  knowledge	  
Literature,	  publications	  
Limited	  field	  trips	  to	  Beijing	  and	  
Shanghai	  vintage	  markets	  
	  
Target	  market	  
Elite	  Chinese,	  tourists	  
	  
Brand	  philosophy	  
Chinese	  cultural	  torchbearer	  
	  
Denotation	  
Chinese	  stereotype	  signs,	  
Contemporary	  Chinese	  chic	  
	  
Connotation	  
Hybrid	  style,	  Chinese	  stereotypes	  
	  
Brand	  semiotics	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Fig.379	  –	  Fig.386:	  Tang	  Tang	  Tang	  Tang	  -­‐	  A	  
selection	  of	  merchandise	  from	  2013-­‐2014	  Top	  to	  
bottom:	  rice	  cooker	  cube,	  oven-­‐sliding	  style	  
toaster,	  salt	  and	  pepper	  set	  in	  the	  form	  of	  fortune	  
cookies,	  ‘T’,	  ‘A’,	  ‘N’,	  ‘G’	  geometric	  monogram	  
collection,	  Embroidery	  lamp	  base,	  silk	  pyjamas	  
with	  zodiac	  signs	  and	  roasted	  duck	  chopstick	  
stand	  (Tang	  Tang	  Tang	  Tang,	  2013)
	  
Country	  of	  origin	  
	  
Start-­‐up	  location	  
Hong	  Kong	  -­‐	  SAR	  
	  
Branch	  location(s)	  
Asia	  Hong	  Kong	  (One	  flagship	  store)	  
	  
Places	  of	  production	  
China	  
Czech	  Republic	  (imported)	  	  




Sir	  David	  Tang,	  founder	  –	  
Hong	  Kong-­‐born,	  UK	  educated	  
Worked	  and	  lived	  in	  Beijing	  and	  London	  
	  
Victoria	  Tang,	  Creative	  Director	  
Hong	  Kong-­‐born/UK	  educated	  
Lived	  in	  Hong	  Kong,	  Japan,	  London	  
	  
Designer	  
Hong	  Kong-­‐Chinese	  designers	  
(Overseas	  and	  HK	  educated)	  
	  
Chinese	  cultural	  knowledge	  
Literature,	  publications,	  antiques	  
catalogues,	  digital	  references,	  WeChat	  
	  
Target	  market	  
Younger	  and	  trendier	  Chinese	  
	  
Brand	  philosophy	  




Chinese	  stereotype	  signs,	  
Contemporary	  hybrid	  style	  
	  
Connotation	  
Hybrid,	  quirky	  and	  fun	  
	  
Brand	  semiotics	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Fig.387	  –	  Fig.392:	  ZucZug	  -­‐	  A	  selection	  of	  
merchandise	  Top	  left:	  S/S	  ’05	  collection	  (Wang,	  
2017),	  Top	  right:	  2014	  Zodiac	  collection	  –	  Mr.Ma	  
XX.	  (Douban,	  2013f),	  middle	  left:	  ordinary	  
Chinese	  public	  as	  model	  (Douban,	  2013e),	  middle	  
right:	  shoe	  collection,	  collaboration	  with	  another	  
artist	  (ZucZug,	  2013),	  bottom	  left	  and	  right:	  
design	  themes:	  daily	  objects	  	  (Iliang	  Cang.,	  
2012b)	  and	  knitwear	  in	  various	  Chinese-­‐themed	  
collections	  (Guoku,	  2013)	  
	  





Branch	  location(s)	  	  
Asia	  China	  (Over	  70)	  
	  





Wang	  Yi	  Yang	  
Designer	  and	  start-­‐up	  founder	  
Chinese	  born,	  Dong	  Hua	  University	  
(China)	  1992/Graduated	  in	  Fashion	  
Chief	  designer,	  Layefe	  
	  
Wang	  Chi	  Fung	  
Partner	  
Ex-­‐distributor	  of	  ZucZug	  
	  
Designer	  
Young	  Chinese	  design	  team	  
Chinese	  educated	  
	  
Chinese	  cultural	  knowledge	  
Life	  experience	  
Daily	  life	  objects	  
	  
Target	  market	  








Daily	  life	  objects/Chinese	  folktales	  
	  
Connotation	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Fig.393	  –	  Fig.397:	  Vmajor	  -­‐	  A	  selection	  of	  
merchandise	  from	  2012-­‐2014	  Top	  left	  to	  right:	  
Western-­‐style	  design	  with	  oversize	  cuts	  and	  
middle	  left:	  stripes	  sign	  (Vmajor,	  2014b),	  middle	  
right:	  masculine	  yet	  feminine	  image	  (Vmajor,	  
2013),	  and	  bottom:	  new	  interpretation	  in	  fashion	  









Branch	  location(s)	  	  
(Over	  20)	  
Asia	  
Wholesale	  to	  buyers	  &	  boutiques	  	  
Europe	  
Wholesale	  to	  buyers	  &	  boutiques	  	  
	  





Victor	  Zhu/Designer	  and	  co-­‐founder	  	  
Chinese-­‐born	  
London	  College	  of	  Fashion	  (UK)	  
	  
Nicole	  Lin/Designer	  and	  co-­‐founder	  
Chinese-­‐born	  
Camberwell	  College	  of	  Arts	  (UK)	  -­‐	  
Graphic	  design	  
	  








Design	  from	  the	  heart	  
Vintage	  inspiration	  from	  ‘60s	  and	  ‘70s	  
	  
Denotation	  
Geometric,	  bold	  pattern,	  vintage	  
	  
Connotation	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The	  selected	  case	  studies	  have	  been	  tested	  against	  the	  theoretical	  propositions.	  Overall,	  
the	  deployment	  of	  Chinese	  tropes	  was	  mainly	  found	  in	  the	  Hong	  Kong	  SAR-­‐based	  
emerging	  LCBs	  throughout	  the	  1994	  –	  2014	  period.	  Although	  the	  Chinese	  stereotypical	  
signs	  and	  exotic	  feel	  could	  also	  be	  found	  in	  the	  domestic	  LCBs,	  this	  practice	  only	  reached	  
its	  peak	  on	  the	  mainland	  in	  the	  1990s,	  and	  was	  soon	  switched	  to	  redefine	  the	  business	  
as	  high-­‐fashion	  haute	  couture.	  During	  the	  early	  1990s,	  these	  LCBs	  embraced	  a	  brand	  
vision	  introducing	  ‘Chinese	  designs’	  to	  the	  world.	  As	  Shanghai	  Tang’s	  aim	  was	  to	  
‘rejuvenate	  Chinese	  fashion’	  (Crampton,	  2007)	  and	  the	  domestic	  haute	  couture	  brand	  
NE	  Tiger	  set	  a	  goal	  to	  ‘integrate	  antiquity	  to	  the	  present	  [convergence	  of]	  Chinese	  and	  
Western’	  (NE	  Tiger,	  2016).	  The	  open	  market	  in	  China	  caused	  a	  boom	  in	  the	  tourist	  
market	  and	  attracted	  more	  experts	  to	  visit	  and	  gain	  life	  experience.	  The	  stereotypical	  
Chinese	  signs	  inevitably	  became	  common	  symbols	  used	  to	  associate	  LCBs	  with	  Chinese	  
cultural	  heritage,	  and	  this	  phenomenon	  generated	  the	  collective	  symbolism	  of	  Chinese	  
culture.	  	  
	  
Obviously,	  the	  Shanghai	  Tang	  management	  in	  the	  Richemont	  SA	  period	  realised	  that	  the	  
nostalgic	  style	  could	  not	  fulfil	  the	  tastes	  of	  luxury	  consumers.	  After	  that,	  the	  designs	  of	  
the	  brand	  merged	  with	  a	  contemporary	  Western	  style,	  and	  hybrid	  brand	  attributes	  were	  
eventually	  established.	  The	  birth	  of	  the	  hybrid	  style	  can	  be	  traced	  to	  the	  COO	  of	  the	  
management	  and	  design	  teams.	  The	  style	  aroused	  the	  luxury	  market	  but	  not	  the	  desired	  
market	  segment	  of	  the	  Chinese	  elite.	  The	  continuous	  deployment	  of	  stereotypical	  
Chinese	  signs	  did	  not	  sit	  well	  with	  the	  contemporary	  style,	  while	  the	  hybrid	  designs	  lost	  
all	  the	  authenticity	  of	  Chinese	  craftsmanship	  and	  resulted	  in	  negative	  comments	  about	  
the	  brand.	  This	  meant	  that	  Shanghai	  Tang	  represented	  neither	  a	  heritage	  nor	  a	  
contemporary	  brand	  and	  wore	  Chinese	  symbolism	  as	  a	  form	  of	  social	  identity.	  
Nevertheless,	  there	  is	  an	  argument	  for	  a	  foreign	  team	  to	  manage	  and	  design	  an	  LCB	  
even	  though	  they	  possess	  only	  a	  distant	  cultural	  knowledge	  of	  the	  mainland.	  
	  
Another	  Hong	  Kong	  SAR-­‐based	  LCB	  Tang	  Tang	  Tang	  Tang	  used	  almost	  the	  same	  branding	  
practice	  strategy	  as	  Shanghai	  Tang.	  The	  major	  difference	  was	  that	  the	  brand	  focused	  on	  
home	  accessories	  and	  gifts.	  The	  company	  positioned	  itself	  to	  produce	  quality	  ‘Made	  by	  
Chinese’	  designs	  at	  reasonable	  prices	  in	  order	  to	  target	  the	  younger	  and	  trendier	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Chinese	  consumers.	  The	  Tang	  family’s	  affection	  for	  the	  Chinese	  cultural	  element	  and	  the	  
continuous	  deployment	  of	  stereotypical	  Chinese	  signs	  went	  against	  the	  other	  
contemporary	  hybrid	  style	  designs	  of	  the	  brand.	  Although	  some	  quirky	  and	  fun	  ideas	  
were	  injected,	  the	  projected	  social	  identity	  did	  not	  satisfy	  the	  target	  market	  of	  new-­‐
generation	  Chinese	  but	  ended	  up	  sharing	  the	  same	  customer	  base	  of	  tourists	  and	  
foreign	  elites	  as	  its	  luxury	  counterpart,	  Shanghai	  Tang.	  This	  can	  be	  understood	  through	  
the	  lack	  of	  cultural	  knowledge	  of	  the	  target	  market	  and	  the	  fact	  that	  no	  effective	  brand	  
audit	  was	  carried	  out	  to	  understand	  the	  brand	  environment	  of	  the	  mainland.	  The	  brand	  
announced	  in	  October	  2016	  that	  it	  would	  move	  out	  of	  its	  flagship	  Wan	  Chai	  store.	  
However,	  it	  has	  not	  returned	  to	  another	  location,	  instead	  the	  brand’s	  online	  shop	  will	  
remain	  and	  some	  lifestyle	  items	  will	  be	  sold	  in	  department	  store—that	  is	  how	  the	  
business	  will	  be	  run	  as	  of	  2017.	  This	  raises	  the	  question	  of	  whether	  the	  brand	  can	  
sustain	  its	  business	  with	  its	  existing	  strategy	  of	  brand	  design	  and	  production	  in	  the	  retail	  
sector.	  
	  
In	  contrast,	  the	  two	  domestic	  luxury	  brands	  have	  a	  comparatively	  better	  understanding	  
of	  their	  target	  market,	  whereby	  ZucZug	  expresses	  its	  brand	  attributes	  to	  a	  more	  general	  
younger	  generation	  of	  Chinese	  without	  implying	  an	  age	  limit.	  ZucZug	  designer	  Wang	  Yi-­‐
yang	  is	  a	  Chinese-­‐born	  designer	  with	  domestic	  training	  in	  fashion	  design,	  who	  also	  
worked	  for	  large	  fashion	  OBM	  Layefe.	  With	  decades	  of	  work	  experience	  on	  the	  
mainland,	  Wang	  set	  a	  clear	  brand	  vision	  to	  ‘reflect	  oneself	  proactively	  and	  realistically’	  
(Wang,	  2014).	  The	  design	  team	  has	  captured	  well	  the	  ‘lively	  moment	  of	  modern	  China’	  
(Wang,	  2014)	  and	  uses	  everyday	  objects	  as	  the	  visual	  elements	  in	  its	  designs,	  
transforming	  Chinese	  myths	  and	  characters	  into	  contemporary	  illustrations,	  combining	  
bright,	  energetic	  images	  and	  new	  concepts	  of	  luxury	  to	  reflect	  an	  individual	  symbolism.	  
This	  proves	  that	  consumer	  behaviour	  has	  changed	  from	  collectivist	  to	  individualist	  
(Chadha	  and	  Husband,	  2006;	  Lu,	  2008;	  Chevalier	  and	  Lu,	  2010).	  
	  
Despite	  the	  effectiveness	  of	  conveying	  heritage	  knowledge	  to	  consumers	  with	  less	  
awareness	  of	  Chinese	  cultural	  references,	  the	  designs	  have	  hit	  the	  new	  generation	  in	  
China	  and	  are	  continuing	  to	  expand	  in	  over	  70	  touch	  points	  in	  mainland	  China.	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Vmajor,	  another	  domestic	  LCB,	  aims	  to	  target	  the	  Chinese	  female	  professional	  with	  
inspiration	  from	  the	  vintage	  styles	  of	  the	  1960s	  and	  1970s	  and	  from	  the	  designers’	  own	  
life	  experiences.	  The	  co-­‐founders	  were	  both	  Chinese-­‐born	  and	  overseas-­‐educated	  
designers,	  one	  in	  fashion,	  the	  other	  in	  graphic	  design.	  Their	  design	  ethic	  embedded	  
Western	  styling	  with	  geometric	  and	  bold	  patterns	  and	  aimed	  to	  set	  a	  masculine	  yet	  
feminine	  image	  for	  the	  target	  market.	  Material	  innovation	  via	  collaboration	  with	  
Chinese	  manufacturers	  is	  also	  a	  tool	  that	  brought	  Vmajor	  success	  in	  international	  
competitions.	  This	  design-­‐from-­‐the-­‐heart	  approach	  reflected	  independent,	  strong,	  and	  
stylish	  brand	  semiotics	  as	  well	  as	  projecting	  an	  individual	  symbolism	  of	  the	  new	  China.	  
Instead	  of	  setting	  up	  flagship	  stores	  on	  the	  mainland,	  the	  brand	  proactively	  joined	  trade	  
shows	  locally,	  and	  was	  successful	  in	  achieving	  exposure	  on	  the	  international	  stage,	  
attracting	  global	  attention	  from	  over	  20	  local	  and	  overseas	  boutiques	  and	  buyer	  shops.	  
	  
The	  conceptual	  framework	  test	  found	  significant	  evidence	  to	  support	  the	  theoretical	  
propositions.	  The	  synthetic	  analysis	  in	  areas	  under	  the	  thematic	  headings	  of	  material	  
objects	  and	  signs	  concludes	  that	  luxury	  Chinese	  designs	  contain	  Western	  cultural	  
expression	  with	  fewer	  Chinese	  stereotype	  designs,	  and	  a	  newly	  defined	  Chinese	  identity	  
is	  emerging	  in	  the	  twenty-­‐first	  century.	  The	  overwhelming	  use	  of	  Chinese	  tropes	  was	  
only	  a	  common	  practice	  in	  the	  early	  1990s,	  especially	  in	  Hong	  Kong	  SAR-­‐based	  LCBs,	  and	  
a	  hybrid	  style	  of	  altered	  Chinese	  authentic	  craftsmanship	  subsequently	  emerged.	  This	  
Orientalist	  approach	  can	  be	  traced	  to	  the	  diversified	  COO	  of	  the	  luxury	  brand	  operators,	  
management,	  and	  designers,	  and	  their	  wish	  to	  define	  ‘Designed	  in	  China’	  as	  well	  as	  
‘Made	  in	  China’	  in	  their	  luxury	  branding	  practices.	  Nevertheless,	  there	  is	  an	  argument	  
for	  the	  proposition	  that	  using	  Chinese	  tropes	  presents	  cross-­‐cultural	  barriers	  to	  global	  
communication.	  Even	  though	  the	  domestic	  luxury	  brands	  redefined	  the	  use	  of	  
stereotypical	  Chinese	  signs	  as	  haute	  couture	  to	  sustain	  Chinese	  heritage	  and	  to	  draw	  
attention	  from	  international	  audiences,	  the	  designs	  were	  only	  for	  occasional	  wear	  and	  
were	  hardly	  likely	  to	  become	  daily	  wear	  worldwide.	  The	  next	  chapter	  will	  provide	  
conclusions	  about	  the	  research	  findings	  that	  address	  this	  transdisciplinary	  study	  in	  
detail,	  and	  will	  illustrate	  some	  of	  the	  insights	  into	  and	  ramifications	  of	  the	  Chinese	  trope	  
phenomenon	  in	  the	  two	  decades	  between	  1994	  and	  2014	  found	  in	  the	  emerging	  luxury	  
Chinese	  lifestyle	  fashion	  brands.	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Chapter	  5:	  Findings	  and	  Conclusions	  	  
	  
By	  gathering	  data	  through	  visual	  discourse	  analysis	  and	  by	  testing	  the	  conceptual	  
framework,	  a	  significant	  shift	  has	  been	  discovered	  in	  the	  evolution	  of	  luxury	  Chinese	  
branding	  practices	  from	  1994	  to	  2014.	  The	  changes	  involve	  luxury	  brands	  both	  within	  
and	  outside	  mainland	  China	  (including	  the	  Hong	  Kong	  SAR).	  Having	  compared	  data	  from	  
both	  areas,	  there	  are	  notably	  different	  practices	  in	  their	  brand	  development.	  This	  
suggests	  the	  importance	  of	  questioning	  the	  definition	  of	  ‘luxury	  Chinese	  brands’,	  as	  the	  
differentiation	  of	  the	  brands	  is	  not	  limited	  to	  geographical	  location;	  but	  it	  is	  also	  
necessary	  to	  take	  into	  account	  the	  historical,	  political	  and	  economic	  context	  to	  achieve	  a	  
thorough	  analysis.	  Some	  would	  argue	  that	  these	  are	  all	  Chinese	  brands,	  according	  to	  
their	  start-­‐up	  locations	  but	  in	  a	  globalised	  world,	  this	  understanding	  of	  boundary	  in	  
branding	  practices	  is	  related	  to	  brand	  originality	  and	  brand	  authenticity.	  It	  would	  apply	  
not	  only	  to	  LCBs	  but	  also	  to	  all	  brands	  worldwide.	  As	  has	  been	  demonstrated,	  most	  of	  
the	  production	  lines	  of	  international	  luxury	  brands	  are	  located	  in	  mainland	  China.	  To	  
address	  the	  Chinese	  trope	  phenomenon	  of	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  
brands,	  a	  set	  of	  findings	  drawing	  on	  transdisciplinary	  sources	  and	  grounded	  in	  
Appadurai’s	  view	  of	  culture	  in	  a	  globalised	  context	  is	  articulated	  in	  this	  chapter.	  It	  is	  
followed	  by	  a	  conclusion	  and	  an	  indication	  of	  the	  contribution	  the	  research	  study	  makes	  
to	  a	  variety	  of	  fields.	  
	  
The	  idea	  of	  a	  transdisciplinary	  study	  emerged	  in	  order	  to	  address	  the	  research	  question	  
by	  investigating	  the	  ways	  in	  which	  Chinese	  tropes	  have	  been	  deployed	  in	  the	  luxury	  
Chinese	  lifestyle	  fashion	  brands,	  and	  investigating	  how	  this	  phenomenon	  in	  Chinese	  
branding	  practice	  is	  related	  to	  globalization.	  This	  may	  have	  happened,	  as	  Appadurai	  puts	  
it,	  as	  a	  result	  of	  the	  ‘modernity	  of	  globalization	  in	  cultural	  dimensions’	  (1996).	  The	  
evolution	  of	  Chinese	  tropes	  marked	  a	  significant	  shift	  in	  luxury	  brand	  development	  since	  
China’s	  transformation	  in	  1979.	  Based	  on	  the	  transdisciplinary	  study	  in	  the	  areas	  of	  
branding	  and	  business,	  cultural	  studies,	  visual	  communication,	  and	  sociology,	  
Appadurai’s	  theory	  of	  the	  five	  ‘scapes’	  of	  global	  culture	  (ethnoscape,	  mediascape,	  
technoscape,	  financescape,	  and	  ideoscape)	  can	  be	  used	  to	  understand	  luxury	  Chinese	  
branding	  practices	  in	  the	  lifestyle	  fashion	  sector	  from	  1994	  to	  2014,	  and	  has	  a	  clear	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relationship	  with	  the	  theoretical	  propositions.	  The	  findings	  have	  also	  led	  to	  an	  
understanding	  of	  the	  ‘disjuncture	  and	  difference	  in	  the	  global	  cultural	  economy’	  with	  
innovative	  material	  culture,	  signs,	  and	  emerging	  Chinese	  identities	  representing	  China	  in	  
social,	  national,	  and	  personal	  aspects.	  The	  findings	  not	  only	  reflect	  the	  cultural,	  social,	  
political,	  and	  economic	  changes	  in	  China,	  but	  also	  raise	  numerous	  concerns	  for	  global	  
luxury	  brand	  development	  in	  the	  future.	  
	  
A	  brand	  new	  Chinese	  luxury	  
The	  first	  finding	  about	  how	  the	  Chinese	  trope	  phenomenon	  is	  affected	  by	  globalisation	  
concerns	  the	  change	  in	  the	  status	  of	  luxury	  in	  China.	  Globalisation	  has	  opened	  up	  
foreign	  trade	  opportunities	  and	  has	  brought	  the	  business	  of	  international	  corporations	  
from	  all	  over	  the	  world	  into	  mainland	  China.	  Appadurai	  (1996)	  developed	  an	  elementary	  
framework	  to	  explore	  the	  cultural	  dimensions	  of	  global	  flows	  by	  categorising	  them	  into	  
five	  scapes	  (a	  term	  that	  allows	  the	  free	  forms	  that	  have	  been	  transformed	  by	  the	  
historical,	  linguistic,	  and	  political	  environment	  to	  be	  described),	  which	  set	  the	  ground	  for	  
the	  ‘imagined	  worlds’.	  Financescape	  refers	  to	  the	  financial	  transfers	  of	  global	  capital	  
(Appadurai,	  1996),	  which	  are	  shifting	  to	  the	  East,	  and	  in	  particular,	  to	  the	  China	  market.	  
In	  the	  areas	  of	  branding	  and	  business,	  many	  luxury	  marketers	  reassessed	  the	  status	  of	  
emerging	  LCBs	  and	  the	  rapid	  increase	  of	  the	  Chinese	  elite,	  whose	  buying	  behaviours	  
were	  changing	  from	  collectivist	  to	  individualist	  (Chadha	  and	  Husband,	  2006;	  Lu,	  2008;	  
Chevalier	  and	  Lu,	  2010).	  Originally,	  Chinese	  luxury	  consumers	  followed	  all	  the	  well-­‐
known	  international	  Western	  brands.	  Latterly	  they	  have	  been	  searching	  for	  fresh	  
designs	  from	  niche	  markets,	  both	  domestically	  and	  globally.	  However,	  it	  is	  rare	  to	  find	  
any	  study	  on	  the	  interpretation	  of	  designs	  in	  LCBs.	  The	  images	  used	  to	  position	  the	  LCB	  
designs	  during	  the	  period	  from	  1994	  to	  2014	  developed	  in	  a	  way	  that	  mirrored	  the	  
transition	  to	  individualist	  buying	  habits.	  
	  
The	  change	  in	  the	  status	  of	  Chinese	  luxury	  initially	  revealed	  itself	  in	  the	  change	  in	  
structure	  of	  the	  LCBs,	  which	  transformed	  from	  OEM,	  with	  their	  focus	  on	  the	  replication	  
of	  Western-­‐style	  clothing,	  to	  ODM,	  and	  then	  to	  OBM.	  Practice	  of	  the	  LCBs,	  including	  the	  
brands	  NE	  Tiger	  (haute	  couture)	  from	  Beijing	  and	  Shanghai	  Tang	  from	  Hong	  Kong	  SAR,	  
was	  to	  deploy	  stereotypical	  Chinese	  tropes	  on	  large	  numbers	  of	  the	  brand	  items.	  From	  a	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sociological	  perspective,	  these	  brands	  deployed	  conventional	  Chinese	  tropes,	  symbols	  
and	  metaphors	  in	  brand	  communication	  that	  constructed	  a	  collectivist	  social	  identity	  in	  
order	  to	  attract	  a	  global	  audience.	  The	  notions	  of	  bringing	  cultural	  elements	  in	  to	  
generate	  identity	  may	  raise	  the	  spectre	  of	  embedding	  cultural	  imperialism	  that	  
‘differentiates	  “us”	  from	  “them”’	  (Said,	  1994b);	  thus,	  Chinese	  trope	  deployment	  may	  
have	  marked	  an	  expression	  of	  cultural	  imperialism	  in	  a	  global	  context.	  However,	  
differentiation	  is	  a	  key	  to	  success	  in	  branding	  practices,	  especially	  among	  the	  luxury	  
brands’	  worldwide	  counterparts.	  This	  practice	  lasted	  up	  until	  the	  twenty-­‐first	  century	  in	  
the	  Hong	  Kong	  SAR-­‐based	  LCBs,	  whilst	  fading	  out	  in	  the	  domestic	  LCBs	  in	  around	  2000,	  
leaving	  these	  signature	  signs	  to	  the	  haute	  couture	  brands.	  	  
	  
Rising	  numbers	  of	  designer	  brands	  have	  been	  emerging	  since	  the	  early	  2000s	  that	  have	  
restructured	  the	  domestic	  luxury	  market.	  The	  change	  has	  happened	  as	  a	  result	  of	  an	  
increase	  of	  overseas	  graduates	  studying	  design,	  in	  particular	  in	  the	  fashion	  sector.	  This	  
force	  of	  young	  Chinese-­‐born	  designers	  generates	  ‘Chinese	  designs’	  with	  individualist	  
thought	  and	  with	  a	  Western-­‐trained	  aesthetic	  sensibility,	  thus	  creating	  a	  brand	  new	  
Chinese	  luxury	  identity	  in	  a	  new	  era.	  
	  
Another	  change	  found	  in	  the	  Chinese	  luxury	  concept	  is	  the	  different	  attitude	  towards	  
materials,	  such	  as	  denim	  and	  organic	  fabrics,	  whose	  use	  has	  overturned	  the	  conventions	  
of	  the	  luxury	  concept.	  These	  new	  ideas	  reflect	  a	  shift	  in	  the	  luxury	  values	  of	  domestic	  
consumers	  in	  relation	  to	  their	  changing	  lifestyles.	  One	  atypical	  change	  in	  the	  concept	  of	  
luxury	  is	  that	  mass	  production	  has	  become	  common	  practice	  in	  LCBs.	  In	  order	  to	  serve	  
the	  large	  consumer	  demand	  of	  the	  mainland	  market—for	  example	  ZucZug	  has	  
established	  70	  brand	  stores	  on	  the	  mainland—mass	  luxury	  has	  kept	  pace	  with	  brand	  
development	  in	  China.	  In	  terms	  of	  cultural	  studies,	  moving	  away	  from	  a	  focus	  on	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The	  evolving	  media	  dimension	  
Another	  finding	  from	  the	  study	  of	  Chinese	  trope	  deployment	  concerns	  the	  changes	  in	  
material	  culture	  of	  the	  mediascape,	  a	  term	  referring	  to	  the	  production	  and	  distribution	  
of	  information	  through	  various	  media	  and,	  in	  particular,	  electronic	  devices	  and	  tools	  
(Appadurai,	  1996).	  In	  this	  study,	  the	  media	  dimension	  has	  covered	  material	  objects	  or	  
merchandise	  from	  the	  luxury	  Chinese	  lifestyle	  fashion	  brands.	  The	  20	  years	  covered	  in	  
this	  study,	  1994	  to	  2014,	  saw	  a	  dramatic	  change	  in	  material	  culture	  in	  LCB	  development.	  
Again,	  the	  branding	  practices	  in	  the	  two	  geographical	  locations—mainland	  China	  and	  
Hong	  Kong	  SAR—for	  LCBs	  revealed	  distinctive	  differences	  in	  a	  cultural	  context.	  The	  
domestic	  LCBs	  had	  a	  comparatively	  clear	  focus	  on	  merchandising	  categories:	  the	  
majority	  of	  them	  started	  out	  as	  a	  fashion	  OBM	  or	  a	  fashion	  designer	  brand,	  with	  add-­‐on	  
fashion-­‐accessories.	  In	  terms	  of	  design	  style,	  the	  material	  objects	  were	  more	  wearable	  
and	  practical	  in	  order	  to	  fit	  in	  with	  a	  modern	  lifestyle,	  while	  the	  majority	  of	  the	  brand	  
designs	  were	  influenced	  by	  contemporary	  styles	  from	  Western	  culture.	  In	  contrast,	  the	  
Hong	  Kong	  SAR-­‐based	  LCBs	  began	  with	  an	  Orientalist	  aesthetic	  intended	  to	  target	  
foreign	  customers,	  in	  which	  the	  designs	  were	  based	  on	  a	  fantasy	  of	  an	  exotic	  Orient,	  
about	  which	  true	  knowledge	  was	  lacking.	  
	  
The	  evolution	  of	  the	  mediascape	  may	  have	  allowed	  the	  ideology	  of	  Orientalism	  to	  be	  
extended	  to	  another	  level.	  Since	  the	  boundary	  between	  the	  truth	  of	  media	  images	  and	  
the	  truth	  of	  facts	  in	  the	  real	  world	  is	  no	  longer	  clear,	  Appadurai	  has	  suggested	  that	  
audiences	  would	  use	  the	  blurred	  boundaries	  of	  media	  images	  to	  create	  their	  own	  
‘further	  fantastic	  objects’	  that	  drew	  on	  their	  own	  life	  experiences	  (Appadurai,	  1996,	  p.	  
35).	  Appadurai	  also	  states	  that	  ‘these	  images	  involve	  many	  complicated	  inflections,	  
depending	  on	  their	  mode	  (documentary	  or	  entertainment),	  their	  hardware	  (electronic	  
or	  pre-­‐electronic),	  their	  audiences	  (local,	  national,	  or	  transnational),	  and	  the	  interests	  of	  
those	  who	  own	  and	  control	  them’	  (Appadurai,	  1996,	  p.	  35).	  This	  explains	  why	  the	  Hong	  
Kong	  SAR-­‐based	  LCB	  designs	  were	  unsuccessful:	  they	  did	  not	  fit	  the	  lifestyle	  of	  the	  
targeted	  mainland	  customers	  because	  the	  designers	  relied	  too	  heavily	  on	  digital	  
resources	  from	  the	  mediascape	  which	  could	  not	  give	  them	  a	  full	  understanding	  of	  the	  
demands	  of	  luxury	  consumers	  in	  the	  mainland	  China	  market.	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The	  changes	  in	  material	  culture	  have	  also	  been	  influenced	  by	  the	  production	  of	  the	  
branding	  and	  business	  areas.	  China	  is	  a	  manufacturing	  country	  that	  has	  mainly	  produced	  
original	  equipment	  for	  export	  trade,	  and	  has	  now	  expanded	  to	  a	  manufacturing,	  
designing,	  and	  branding	  nation,	  producing	  its	  own	  brands	  for	  internal	  and	  external	  sale.	  
Most	  of	  the	  international	  luxury	  brand	  counterparts	  have	  also	  set	  up	  their	  production	  
lines	  on	  the	  mainland.	  Because	  of	  the	  import	  of	  new	  technologies	  and	  foreign	  
techniques	  into	  production,	  in	  addition	  to	  the	  further	  concerns	  over	  quality	  control,	  
‘Made	  in	  China’	  products	  have	  gradually	  been	  gaining	  a	  positive	  feedback	  from	  
manufacturing	  (Zhu,	  2014)	  and	  building	  up	  a	  reputation	  for	  design	  since	  the	  early	  2010s.	  	  
Some	  domestic	  designer	  brands	  have	  collaborated	  with	  Chinese	  manufacturers	  in	  
material	  sourcing	  and	  research	  and	  development	  (R&D)	  and	  have	  enjoyed	  a	  number	  of	  
successes.	  Apart	  from	  success	  in	  production,	  more	  and	  more	  luxury	  Chinese-­‐brand	  
material	  objects	  sport	  the	  tag	  ‘Designed	  in	  China’	  instead	  of	  just	  ‘Made	  in	  China’.	  
However,	  the	  designs	  from	  the	  Hong	  Kong	  SAR-­‐based	  LCBs	  have	  maintained	  a	  hybrid	  
style	  (nostalgic	  design	  with	  contemporary	  interpretation)	  for	  a	  decade	  offering	  no	  
surprises	  to	  the	  consumers,	  whereas	  the	  domestic	  LCBs,	  including	  both	  retail	  and	  
designer	  brands,	  constantly	  contribute	  fresh	  ideas	  to	  their	  designs	  and	  have	  successfully	  
drawn	  the	  attention	  of	  the	  international	  market.	  
	  
The	  uncertainty	  of	  country	  of	  origin	  (COO)	  
The	  uncertainty	  in	  different	  areas	  with	  regard	  to	  country	  of	  origin	  (COO)	  in	  luxury	  
Chinese	  lifestyle	  fashion	  brands	  is	  another	  finding	  of	  this	  study.	  Several	  pieces	  of	  
evidence	  have	  confirmed	  that	  COO	  plays	  a	  significant	  role	  in	  luxury	  brands	  in	  close	  
relationship	  with	  luxury	  design	  outcomes.	  Appadurai	  (1996)	  states	  that	  cultural	  
homogenisation	  and	  cultural	  heterogenisation	  are	  both	  present	  in	  the	  global	  cultural	  
economy.	  From	  a	  critical	  theory	  perspective,	  the	  deployment	  of	  Chinese	  tropes	  can	  be	  
regarded	  as	  cultural	  homogenisation	  through	  which	  the	  Chinese	  tropes	  on	  luxury	  
merchandise	  and	  in	  brand	  communications	  are	  used	  as	  a	  marker	  of	  national	  identity	  
through	  which	  Chinese	  beliefs,	  values,	  and	  ideas	  are	  conveyed.	  The	  practice	  of	  cultural	  
homogenisation	  becomes	  neither	  a	  ‘cultural	  barrier’	  nor	  ‘global	  assimilation’	  
(Appadurai,	  1996,	  p.	  32).	  The	  Hong	  Kong	  SAR-­‐based	  LCBs	  have	  heavily	  deployed	  
stereotypical	  Chinese	  tropes	  as	  brand	  signatures,	  and	  have	  arguably	  tried	  to	  generate	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global	  assimilation	  with	  the	  ‘China	  style’.	  As	  Appadurai	  states,	  ‘homogenization	  can	  also	  
be	  exploited	  by	  nation-­‐states	  in	  relation	  to	  their	  own	  minorities’	  (Appadurai,	  1996,	  p.	  
32).	  From	  a	  sociological	  perspective,	  there	  have	  been	  a	  series	  of	  examples	  of	  cultural	  
homogenisation:	  Indonesianisation	  for	  the	  people	  of	  Irian	  Jaya,	  Japanisation	  for	  
Koreans,	  Indianisation	  for	  Sri	  Lankans,	  and	  Vietnamisation	  for	  the	  Cambodians	  
(Appadurai,	  1996).	  The	  Chinese	  trope	  phenomenon	  may	  be	  regarded	  as	  ‘Chinesisation	  
for	  the	  world’.	  However,	  the	  practice	  of	  the	  Hong	  Kong	  SAR-­‐based	  luxury	  brands	  
suffered	  failure	  in	  the	  US	  market	  in	  the	  early	  1990s	  and,	  as	  commented	  on	  by	  
consumers	  as	  well	  as	  by	  the	  luxury	  industry,	  the	  stereotypical	  Chinese	  tropes	  mixed	  with	  
contemporary	  styles	  projected	  a	  confused	  brand	  image	  (Luxury	  Companies,	  2011)	  that	  
could	  never	  be	  satisfactory	  for	  the	  target	  mainland	  consumers.	  From	  the	  standpoint	  of	  
Appadurai’s	  view	  (1996),	  the	  attempt	  to	  culturally	  homogenise	  the	  deployment	  of	  
Chinese	  tropes	  became	  a	  ‘cultural	  barrier’.	  
	  
By	  understanding	  Appadurai’s	  concept	  of	  an	  ethnoscape,	  which	  refers	  to	  the	  scope	  of	  
human	  movement	  in	  groups	  or	  as	  individuals,	  such	  as	  tourists,	  immigrants,	  and	  refugees	  
who	  have	  a	  close	  link	  to	  the	  politics	  of	  nations,	  the	  flowing	  ethnoscape	  produces	  a	  rising	  
‘problem	  of	  reproduction	  in	  a	  deterritorialized	  context’	  (Appadurai,	  1996,	  p.	  37).	  This	  
study	  tracked	  different	  areas	  of	  COO	  in	  multiple	  case	  studies,	  including	  start-­‐up	  location,	  
branch	  location(s),	  place(s)	  of	  production,	  and	  the	  country	  of	  origin	  of	  brand	  operators	  
and	  designers	  in	  relation	  to	  their	  method	  of	  ideation.	  The	  evidence	  clearly	  shows	  that	  a	  
difference	  in	  start-­‐up	  location	  for	  an	  LCB	  corresponds	  with	  a	  gap	  in	  brand	  strategy.	  The	  
practice	  of	  Chinese	  trope	  deployment	  in	  Hong	  Kong	  SAR-­‐based	  Chinese	  brands	  is	  
influenced	  by	  the	  British	  colonial	  background	  of	  Hong	  Kong.	  Brand	  operators	  and	  
designers	  during	  both	  the	  period	  of	  Sir	  David	  Tang	  and	  the	  later	  Richemont	  SA	  group	  
were	  all	  either	  British	  colonial	  Hong	  Kong-­‐born	  and	  raised	  or	  were	  overseas	  foreign-­‐born	  
and	  raised,	  with	  no	  extensive	  life	  or	  work	  experience	  in	  any	  area	  of	  mainland	  China.	  
	  
Appadurai	  has	  claimed	  that	  the	  shifting	  ethnoscape	  has	  transmitted	  the	  imagined	  
community	  into	  real	  life	  (1996,	  pp.	  33-­‐34).	  However,	  as	  we	  have	  learned,	  there	  are	  
lifestyle	  differences	  between	  mainland	  China	  and	  Hong	  Kong	  SAR.	  As	  Hong	  Kong	  SAR	  
brand	  operators	  and	  designers	  did	  not	  have	  personal	  experience	  in	  understanding	  the	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actual	  market	  demands	  of	  the	  mainland	  luxury	  consumers	  and	  their	  buying	  behaviours,	  
this	  resulted	  in	  a	  failure	  of	  market	  segmentation.	  Domestic	  designers	  were	  well	  aware	  of	  
this	  and	  declared	  that	  ‘if	  a	  design	  is	  claimed	  to	  represent	  Chinese	  culture,	  it	  is	  also	  based	  
on	  the	  creator’s	  personal	  reference,	  experience,	  and	  his/her	  own	  expression.	  Without	  
individualism,	  cultural	  expression	  would	  have	  no	  content’	  (Wang,	  2014).	  ‘The	  Chinese	  
designers	  in	  modern	  China	  today	  are	  presenting	  themselves	  as	  individuals	  and	  their	  
designs	  are	  projecting	  their	  daily	  life	  and	  life	  experiences’	  (Zhu,	  2014).	  	  
	  
Although	  Appadurai	  has	  argued	  that	  deterritorialisation	  could	  mean	  that	  mobile	  
populations	  might	  demand	  ‘invented	  homelands’,	  fantasy	  states	  in	  which	  there	  is	  no	  
ethnic	  conflict	  (Appadurai,	  1996),	  it	  could	  be	  claimed	  that	  this	  theory	  does	  not	  support	  
the	  case	  of	  LCBs,	  which	  combines	  two	  geographical	  locations	  that	  have	  social,	  cultural,	  
political,	  and	  economic	  differences.	  Furthermore,	  from	  a	  branding	  and	  business	  
perspective,	  the	  young	  generation	  of	  mainlanders	  are	  looking	  for	  some	  fresh	  luxury	  
brand	  identities	  instead	  of	  the	  Chinese	  stereotypes	  in	  order	  to	  represent	  their	  personal	  
identity	  and	  to	  generate	  their	  sense	  of	  national	  identity.	  In	  addition,	  the	  method	  used	  
for	  ideation	  in	  the	  Hong	  Kong	  SAR-­‐based	  LCBs	  relied	  heavily	  on	  digital	  resources	  to	  
gather	  cultural	  knowledge.	  The	  method	  of	  mobile	  learning	  about	  a	  distanced	  culture	  
may	  be	  distorted	  from	  reality	  for	  branding	  purposes.	  The	  latest	  brand	  strategy	  of	  
Shanghai	  Tang	  was	  to	  invite	  pairs	  of	  Chinese-­‐born	  designers	  to	  collaborate	  on	  seasonal	  
collections.	  This	  strategy	  may	  provide	  a	  temporary	  solution	  to	  inject	  some	  ‘Chinese-­‐
origin’	  designs	  into	  seasonal	  collections,	  but	  it	  is	  not	  to	  a	  sustainable	  approach	  by	  which	  
a	  brand	  can	  build	  up	  a	  consistent	  image	  in	  customer’s	  minds.	  
	  
Another	  factor	  affecting	  COO	  is	  in	  the	  place(s)	  of	  production,	  which	  is	  a	  distinct	  asset	  for	  
measuring	  the	  value	  of	  a	  luxury	  brand.	  The	  Hong	  Kong	  SAR-­‐based	  LCBs	  have	  strongly	  
emphasised	  their	  ‘Made	  in	  China’	  designation,	  and	  have	  set	  the	  goal	  of	  making	  the	  
Chinese	  proud	  of	  their	  ‘Made	  by	  Chinese’	  production	  (Tang,	  2015).	  However,	  instead	  of	  
selling	  the	  authenticity	  of	  Chinese	  craftsmanship,	  the	  truth	  behind	  these	  ‘Made	  in	  China’	  
brands	  is	  mass	  production	  and	  the	  importation	  and	  replication	  of	  vintage	  objects	  from	  
overseas.	  In	  contrast,	  the	  domestic	  LCBs	  show	  the	  power	  of	  Chinese	  origin	  in	  their	  
management,	  design,	  and	  production,	  in	  that	  they	  have	  set	  up	  a	  luxury	  sales	  system	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throughout	  the	  mainland,	  built	  teams	  of	  local	  designers	  mixed	  with	  overseas-­‐educated	  
designers	  (Wang,	  2014),	  established	  a	  mixture	  of	  sourcing	  locations,	  and	  engaged	  in	  
collaborative	  production	  methods	  that	  claim	  Chinese	  authenticity	  (Zhu,	  2014).	  	  
	  
Nevertheless,	  neither	  domestic	  Chinese	  nor	  Hong	  Kong	  SAR-­‐based	  designers	  have	  been	  
seriously	  concerned	  about	  the	  COO	  of	  LCBs	  in	  a	  global	  environment	  (The	  interviewee,	  
2014;	  Wang,	  2014;	  Zhu,	  2014;	  Tang,	  2015).	  This	  has	  led	  to	  a	  conflict	  as	  the	  brands	  
emphasise	  ‘Made	  in	  China’	  in	  production	  but	  at	  the	  same	  time	  ignore	  COO	  at	  other	  
stages	  of	  brand	  development,	  which	  may	  lead	  to	  them	  failing	  to	  establish	  the	  
authenticity	  of	  the	  label	  on	  the	  global	  stage.	  In	  cases	  like	  Shanghai	  Tang,	  in	  which	  most	  
of	  the	  team	  are	  of	  non-­‐Chinese	  origin	  (The	  interviewee,	  2014;	  Hoo,	  2018),	  the	  ways	  
consumers	  define	  the	  COO	  of	  a	  luxury	  ‘Chinese	  brand’	  will	  become	  an	  important	  issue	  
for	  the	  luxury	  industry.	  It	  would	  be	  a	  shock	  to	  luxury	  consumers	  if	  they	  were	  to	  discover	  
that	  the	  luxury	  heritage	  French	  brands	  were	  actually	  managed,	  designed,	  and	  produced	  
by	  the	  Chinese.	  In	  fact,	  an	  increasing	  number	  of	  domestic	  Chinese	  corporations	  have	  
adopted	  a	  brand	  acquisition	  strategy	  via	  which	  they	  purchase	  Western	  multinational	  
brands	  and	  acquire	  critical	  assets	  from	  these	  companies	  (Kumar	  and	  Steenkamp,	  2013)	  
(see	  Figure	  40).	  This	  raises	  the	  question	  as	  to	  how	  consumers	  evaluate	  ‘luxury	  brands’	  
and	  measure	  their	  value	  in	  terms	  of	  identity.	  
	  
Brand	  semiotics	  in	  cultural	  understanding	  
Another	  finding	  of	  the	  investigation	  into	  the	  Chinese	  trope	  phenomenon	  concerns	  brand	  
semiotics	  in	  cultural	  understanding.	  Since,	  from	  the	  early	  stage	  of	  this	  research,	  the	  
Chinese	  tropes	  mainly	  referred	  to	  decorative	  stereotypical	  Chinese	  signs,	  the	  first	  
attempt	  was	  to	  apply	  visual	  semiotic	  theory	  to	  analyse	  the	  signs	  found	  in	  the	  emerging	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  and	  to	  discover	  their	  relevant	  denotations	  and	  
connotations.	  As	  in	  Chapter	  1,	  ‘The	  Trends	  of	  Chinese	  Tropes’,	  a	  list	  of	  popular	  ancient	  
Chinese	  signs	  was	  introduced	  as	  grounding	  for	  understand	  their	  authentic	  connotation	  
for	  this	  study.	  Chinese	  signs	  that	  mostly	  conferred	  blessings	  and	  good	  wishes	  on	  family	  
and	  friends	  were	  deployed	  on	  daily	  objects	  and	  artefacts,	  just	  as	  the	  decorative	  arts	  had	  
done	  in	  ancient	  times.	  However,	  the	  long	  history	  of	  the	  Chinese	  visual	  semiotic	  system	  
does	  not	  function	  for	  an	  analysis	  of	  the	  modern	  Chinese	  signs	  in	  luxury	  Chinese	  branding	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practices.	  From	  a	  branding	  and	  business	  perspective,	  the	  Chinese	  tropes	  and	  signs	  were	  
deployed	  to	  create	  brand	  identities	  as	  well	  as	  national-­‐Chinese	  identities,	  by	  which,	  was	  
deployed	  to	  enhance	  the	  status	  of	  one	  nation—a	  shifting	  of	  world	  power	  from	  the	  West	  
to	  China.	  The	  brand’s	  ultimate	  goal	  was	  to	  form	  a	  distinctive	  social	  identity	  of	  ‘collective	  
representations’	  to	  bond	  the	  brand	  consumers.	  This	  practice	  can	  be	  regarded	  as	  one	  
way	  in	  which	  the	  Chinese	  indicate	  their	  strength	  to	  the	  world	  in	  commercial	  practice.	  
Appadurai	  suggests	  that	  the	  practice	  of	  using	  ‘collective	  representations’	  is	  actually	  a	  
‘social	  imaginaire’	  built	  largely	  around	  re-­‐runs,	  and	  that	  imagination	  exists	  as	  ‘a	  social	  
practice’	  (Appadurai,	  1996,	  p.	  31).	  
	  
In	  addition,	  the	  foreign	  management	  of	  the	  Hong	  Kong	  SAR-­‐based	  LCBs	  continuously	  
applied	  the	  strategy	  of	  deploying	  stereotypical	  Chinese	  signs.	  This	  may	  refer	  to	  
Appadurai’s	  view	  of	  the	  ideoscape,	  a	  term	  that	  is	  politically	  oriented	  with	  the	  ideologies	  
of	  states	  associated	  with	  the	  power	  of	  one	  state.	  An	  ideoscape	  is	  composed	  of	  ‘ideas,	  
terms,	  and	  images,	  including	  freedom,	  welfare,	  rights,	  sovereignty,	  representation,	  and	  
the	  master	  term	  democracy’	  (Appadurai,	  1996,	  p.	  36).	  Said	  (1994a)	  related	  this	  to	  
Orientalism,	  an	  imagined	  hybrid	  style	  that	  emerges	  alongside	  the	  stereotypical	  Chinese	  
designs.	  The	  transnational	  movement	  has	  deconstructed	  the	  traditions	  and	  
reconstructed	  the	  ‘contemporary	  fantasies’	  of	  the	  younger	  generations	  that	  generates	  
the	  popular	  culture	  of	  the	  time	  (Appadurai,	  1996,	  pp.	  40-­‐41).	  Appadurai	  took	  the	  
examples	  of	  the	  violent	  films	  of	  Hong	  Kong	  and	  Hollywood	  that	  attach	  violent	  images	  to	  
the	  imagined	  world	  of	  outsiders	  (Appadurai,	  1996,	  p.	  41).	  	  
	  
The	  ideological	  hybrid	  images	  developed	  by	  Hong	  Kong	  SAR-­‐based	  LCBs	  have	  not	  only	  
transformed	  the	  authenticity	  of	  Chinese	  traditions,	  but	  have	  also	  accelerated	  the	  hybrid	  
style	  within	  the	  mediascape.	  There	  was	  a	  controversy	  in	  the	  hybrid	  style	  regarding	  the	  
Chinese	  character	  Shòu	  (longevity),	  a	  symbol	  deployed	  as	  a	  clothing	  pattern	  in	  fashion,	  
but	  which	  is	  actually	  still	  customarily	  worn	  during	  funeral	  ceremonies	  by	  Chinese	  people	  
who	  have	  passed	  away.	  The	  brand	  designers,	  as	  producers,	  were	  not	  concerned	  with	  the	  
meaning	  of	  individual	  signs	  in	  their	  visual	  semiotics,	  but	  simply	  deployed	  any	  Chinese	  
trope	  to	  construct	  a	  generalized	  ‘China	  style’	  for	  their	  brand	  semiotics	  as	  a	  whole	  in	  
order	  to	  fulfil	  a	  fantasy	  notion	  of	  China.	  With	  such	  a	  blurred	  grounding	  to	  the	  cultural	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design,	  more	  and	  more	  controversial	  uses	  of	  Chinese	  signs	  are	  bound	  to	  occur	  in	  
branding	  practice.	  
	  
While	  it	  is	  true	  that	  luxury	  consumers	  do	  not	  have	  the	  necessary	  level	  of	  cultural	  
knowledge	  to	  understand	  the	  Chinese	  elements,	  the	  majority	  of	  LCB	  designers,	  in	  
particular	  the	  designers	  of	  non-­‐Chinese	  origin,	  have	  a	  limited	  understanding	  of	  the	  
meanings	  and	  connotations	  of	  Chinese	  tropes	  too.	  To	  construct	  brand	  semiotics	  for	  
global	  consumers	  without	  definite	  cultural	  knowledge,	  one	  must	  debate	  the	  
effectiveness	  of	  the	  delivery	  of	  brand	  messages;	  more	  importantly,	  brands	  may	  transmit	  
incorrect	  messages	  when	  consumers	  have	  different	  levels	  of	  cultural	  understanding.	  
Appadurai	  states	  the	  variables:	  ‘the	  very	  relationship	  of	  reading	  to	  hearing	  and	  seeing	  
may	  vary	  in	  important	  ways	  that	  determines	  the	  morphology	  of	  these	  different	  
ideoscapes	  as	  they	  shape	  themselves	  in	  different	  national	  and	  transnational	  contexts’	  
(1996,	  p.	  37).	  This	  is	  relevant	  to	  the	  concern	  of	  Chinese	  tropes	  constitute	  cross-­‐cultural	  
barriers	  in	  the	  global	  context.	  Evidence	  from	  the	  multiple	  case	  studies	  has	  shown	  that	  
there	  is	  limited	  support	  for	  Chinese	  cultural	  knowledge	  in	  brand	  communication.	  
Cultural	  barriers	  mainly	  arose	  because	  of	  the	  inability	  to	  understand	  the	  stereotypical	  
Chinese	  trope	  designs.	  The	  domestic	  LCB	  designers	  expressed	  their	  own	  interpretation	  
of	  Chinese	  identity	  through	  their	  designs,	  projecting	  a	  sense	  of	  modern	  China	  in	  a	  global	  
context	  (Chen,	  2016).	  LCB	  designers	  should	  have	  taken	  the	  responsibility	  to	  ensure	  
design	  ideas	  were	  conveyed	  to	  consumers	  effectively	  for	  universal	  understanding.	  In	  
terms	  of	  brand	  semiotics,	  consumers	  may	  generalise	  ‘China	  style’	  designs	  simply	  for	  
cultural	  expression	  or	  to	  attempt	  to	  associate	  themselves	  with	  China,	  the	  ascendant	  
economic	  power	  in	  the	  twenty-­‐first	  century.	  In	  this	  context,	  Chinese	  tropes	  would	  not	  
constitute	  cross-­‐cultural	  barriers	  to	  luxury	  consumption.	  However,	  perhaps	  consumers	  
will	  come	  to	  understand	  the	  nature	  of	  rapidly	  changing	  China	  more	  deeply;	  as	  stated	  in	  a	  
BBC	  Fashion	  and	  Culture	  article	  (Quick,	  2014),	  ‘You	  can	  never	  generalise	  with	  China	  as	  it’s	  
so	  vast	  and	  every	  city	  and	  its	  population	  has	  its	  idiosyncrasies’.	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Conclusions	  
This	  study	  has	  investigated	  the	  emerging	  luxury	  Chinese	  lifestyle	  fashion	  brands	  over	  the	  
20	  years	  from	  1994	  to	  2014.	  Through	  a	  multi	  qualitative	  methodology	  of	  visual	  
taxonomies	  and	  multiple	  case	  studies,	  respectively,	  the	  findings	  have	  provided	  a	  
thorough	  understanding	  of	  the	  emerging	  LCB	  in	  the	  selected	  lifestyle	  fashion	  sector.	  The	  
research	  started	  with	  a	  question	  that	  aimed	  to	  address	  the	  phenomenon	  of	  Chinese	  
tropes	  and	  ended	  with	  the	  notion	  of	  the	  proactive	  development	  of	  the	  LCBs	  in	  a	  global	  
context.	  Referring	  to	  Appadurai’s	  five	  ‘scapes’	  in	  the	  global	  cultural	  economy,	  LCBs	  can	  
be	  regarded	  as	  comprising	  a	  ‘Chinese	  luxescape’	  that	  spans	  the	  flows	  of	  all	  five	  global	  
scapes,	  responding	  to	  the	  cultural,	  social,	  political,	  and	  economic	  changes	  in	  modern	  
China.	  The	  Chinese	  trope	  phenomenon	  may	  just	  be	  one	  part	  of	  the	  history	  of	  the	  
‘Chinese	  luxescape’,	  which	  raises	  some	  interrelated	  issues	  that	  need	  to	  be	  addressed,	  
including	  the	  uses	  of	  Chinese	  tropes	  in	  Chinese	  brand	  development	  and	  country	  of	  origin	  
(COO)	  in	  branding	  practices,	  which	  are	  transformed	  by	  Chinese	  identity	  in	  the	  
development	  of	  global	  luxury	  brands.	  
	  
Ramifications	  of	  the	  use	  of	  Chinese	  tropes	  in	  global	  brand	  development	  
Cultural	  elements	  are	  commonly	  presented	  in	  design.	  Brands	  and	  their	  designers	  
express	  their	  ideas	  through	  these	  visual	  representations	  in	  material	  objects	  and	  signs.	  
There	  has	  long	  been	  a	  long	  discussion	  about	  the	  ramifications	  of	  the	  use	  of	  Chinese	  
tropes,	  especially	  in	  modern	  designs	  and	  in	  emerging	  branding	  practices.	  The	  feedback	  
from	  local	  and	  global	  markets	  varies,	  and	  fashion	  bloggers	  (Luxury	  Companies,	  2011)	  
have	  even	  suggested	  that	  the	  brand	  Shanghai	  Tang	  could	  hire	  internationally	  known	  
fashion	  designers	  to	  take	  charge	  of	  the	  Chinese	  brand,	  as	  long	  as	  the	  designer	  was	  ‘able	  
to	  interpret	  the	  codes	  and	  values	  of	  the	  brand’.	  This	  hints	  that	  luxury	  consumers	  are	  not	  
aware	  of	  the	  origin	  of	  brand	  designers	  nor	  do	  they	  have	  any	  ethical	  concerns	  about	  
branding	  practice,	  but	  are	  rather	  focused	  on	  design	  outcomes,	  which	  need	  to	  reach	  an	  
international	  standard	  of	  taste.	  Regarding	  the	  interpretation	  of	  cultural	  codes,	  which	  
embed	  the	  values,	  beliefs,	  and	  collective	  memories	  of	  one’s	  civilization,	  it	  is	  important	  
for	  brand	  operators	  and	  designers	  to	  understand	  the	  cultural	  values	  behind	  the	  Chinese	  
tropes	  and	  to	  incorporate	  them	  into	  designs	  in	  a	  appropriate	  way.	  Brands	  may	  wish	  to	  
stimulate	  their	  audience	  by	  embedding	  Chinese	  heritage	  and	  authenticity	  through	  
	  
	  	   215	  
Chinese	  tropes	  with	  innovative	  ideas	  and	  various	  brand	  experiences;	  however,	  the	  
methods	  of	  cultural	  transfer	  should	  take	  into	  account	  the	  level	  of	  cultural	  understanding	  
of	  the	  target	  consumer	  groups.	  
	  
There	  is	  no	  definite	  view	  on	  the	  issue	  of	  whether	  Chinese	  tropes	  constitute	  cross-­‐
cultural	  barriers,	  as	  this	  problem	  was	  partly	  caused	  by	  the	  lack	  of	  cultural	  understanding	  
of	  the	  brand	  operators	  and	  the	  designers.	  Those	  existing	  LCBs	  with	  a	  hybrid	  style	  would	  
help	  if	  they	  were	  to	  position	  their	  brand	  clearly,	  as	  well	  as	  understanding	  the	  market	  
demands	  of	  the	  global	  cultural	  economy.	  Nevertheless,	  a	  vast	  number	  of	  luxury	  Chinese	  
consumers	  are	  shifting	  from	  collectivist	  to	  individualist	  consumption,	  and	  this	  trend	  has	  
also	  led	  to	  the	  rapid	  rise	  of	  Chinese	  designer	  brands.	  Thus,	  both	  producers	  (operators	  
and	  designers)	  and	  consumers	  are	  keen	  to	  experiment	  with	  fresh	  ideas	  to	  build	  up	  a	  
personal	  identity	  despite	  concerns	  about	  the	  use	  of	  Chinese	  tropes	  in	  designs.	  Instead,	  
the	  gathering	  force	  of	  de-­‐globalisation	  is	  beginning	  to	  appear	  on	  the	  political	  agenda.	  If	  
localisation	  were	  the	  next	  trend,	  it	  would	  be	  challenging	  to	  find	  a	  way	  to	  define	  Chinese	  
tropes	  and	  Chinese	  identity	  for	  a	  modern	  China.	  Appadurai	  maintains	  that	  ‘there	  is	  
always	  a	  fear	  of	  cultural	  absorption	  by	  polities	  of	  larger	  scale.	  One	  man’s	  imagined	  
community	  is	  another	  man’s	  political	  prison’	  (1996,	  p.	  32).	  LCBs	  designers	  prepare	  for	  
the	  challenge	  of	  strategic	  brand	  positioning	  and	  brand	  development	  in	  the	  local	  and	  
global	  markets.	  
	  
The	  increase	  of	  luxury	  Chinese	  designer	  brands	  is	  a	  result	  of	  the	  rising	  numbers	  of	  design	  
graduates,	  particularly	  from	  overseas.	  More	  and	  more	  foreign-­‐educated	  fashion	  
designers	  of	  Chinese	  origin	  are	  following	  the	  Western	  business	  model	  to	  garner	  
exposure	  on	  the	  international	  stage	  and	  to	  set	  up	  their	  own	  designer	  labels;	  some	  are	  
returning	  to	  mainland	  China	  to	  establish	  their	  brands,	  others	  may	  want	  to	  explore	  and	  
open	  up	  opportunities	  in	  the	  overseas	  market.	  The	  new	  generation	  of	  Chinese	  designers	  
(including	  the	  domestically	  trained)	  are	  eager	  to	  express	  individual	  thinking	  in	  designs,	  
without	  being	  weighed	  down	  by	  any	  traditions	  or	  customs,	  ‘a	  design	  that	  cannot	  
distinguish	  between	  culture	  and	  an	  individual	  is	  weak	  and	  empty’	  (Wang,	  2014).	  Instead,	  
they	  would	  explore	  worldwide	  resources	  in	  terms	  of	  skills,	  knowledge,	  and	  networks	  in	  
order	  to	  facilitate	  their	  designs	  and	  productions.	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More	  importantly,	  they	  are	  ready	  to	  take	  a	  further	  step	  to	  bring	  the	  Chinese	  brand	  to	  
the	  international	  market.	  This	  would	  be	  a	  significant	  milestone	  for	  Chinese	  brand	  
development	  in	  the	  twenty-­‐first	  century.	  As	  ZucZug	  designer	  Wang	  stated,	  ‘from	  a	  
designer’s	  point	  of	  view,	  if	  individual	  expression	  is	  absent,	  then	  the	  design	  cannot	  be	  
seen	  as	  representing	  the	  culture	  of	  a	  place	  and	  its	  country’	  (Wang,	  2014),	  and	  the	  brand	  
is	  also	  ready	  for	  the	  overseas	  challenge	  and	  plans	  to	  use	  ‘localized	  language’	  (blending	  
into	  the	  local	  culture	  through	  design	  and	  public	  brand	  collections	  as	  well	  as	  employing	  
local	  models)	  to	  express	  their	  brand	  values.	  	  
	  
Country	  of	  origin	  (COO)	  in	  branding	  practices	  
Country	  of	  origin	  has	  long	  been	  a	  negative	  term	  when	  it	  refers	  to	  Chinese-­‐made	  
products.	  Counterfeiting	  is	  always	  going	  to	  be	  a	  problem	  whilst	  products	  are	  still	  
manufactured	  in	  mainland	  factories,	  as	  unethical	  behaviour	  results	  in	  the	  production	  of	  
replicas.	  Another	  issue	  would	  be	  the	  lack	  of	  protection	  for	  IPR	  in	  China.	  This	  may	  
happen,	  as	  counterfeiting	  rarely	  occurs	  for	  LCBs	  due	  to	  their	  low	  international	  
reputation	  (only	  a	  few	  Shanghai	  Tang’s	  replicas	  have	  been	  discovered,	  destined	  for	  the	  
tourist	  market)	  (The	  interviewee,	  2014),	  and	  no	  Chinese	  brands	  have	  faced	  any	  unfair	  
judging	  on	  IPR.	  Evidence	  from	  the	  study	  demonstrates	  some	  LCBs’	  lack	  ethical	  business	  
concern	  (The	  interviewee,	  2014);	  even	  as	  they	  proudly	  claim	  the	  brand	  value	  ‘Made	  in	  
China’;	  some	  products	  were	  actually	  outsourced	  from	  other	  countries	  or	  were	  replicas	  
(The	  interviewee,	  2014).	  However,	  the	  new	  generation	  of	  LCBs	  and	  designer	  brands	  
remain	  neutral	  on	  the	  issue,	  refusing	  to	  highlight	  their	  ‘Made	  in	  China’	  or	  ‘Designed	  in	  
China’	  status,	  employing	  it	  only	  as	  part	  of	  the	  brand	  equity.	  Instead,	  they	  embed	  the	  
Chinese	  cultural	  authenticity	  in	  a	  subtle	  way	  and	  are	  working	  closely	  with	  Chinese	  
factories	  and	  material	  suppliers	  to	  explore	  new	  technologies	  and	  fabrics	  for	  
collaboration.	  This	  practice	  projects	  an	  ethical	  sense	  from	  the	  new	  generation	  of	  
Chinese	  brands	  and	  designers	  with	  originality	  and	  creativity.	  
	  
The	  boundary	  of	  the	  COO	  label	  is	  becoming	  blurred;	  it	  mostly	  refers	  to	  and	  measures	  
the	  country	  of	  manufacture	  and	  production.	  One	  of	  the	  findings	  of	  this	  study	  was	  that	  
foreign	  management	  and	  designers	  are	  in	  charge	  of	  some	  LCBs.	  Although	  acquisition	  is	  a	  
common	  practice	  in	  international	  business,	  in	  the	  luxury	  business	  sector,	  in	  which	  the	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brand	  values	  are	  supported	  by	  heritage	  and	  historical	  background,	  if	  the	  brand	  
operators	  and	  designers	  invoke	  an	  ‘imagined	  continent’	  whose	  knowledge	  is	  distant,	  
there	  would	  be	  an	  enquiry	  into	  the	  authenticity	  of	  the	  brand	  heritage.	  It	  could	  be	  a	  
shock	  for	  consumers	  if	  they	  are	  faced	  with	  Chinese-­‐led	  French	  or	  Italian	  luxury	  brands,	  
even	  if	  there	  are	  no	  Chinese	  trope	  designs	  involved;	  they	  may	  wonder	  if	  an	  outsider	  is	  
able	  to	  preserve	  the	  heritage	  of	  a	  brand	  that	  arouse	  from	  a	  different	  cultural	  
background.	  The	  findings	  show	  that	  brands’	  start-­‐up	  locations,	  the	  distribution	  of	  their	  
branch	  location(s),	  the	  place(s)	  of	  production,	  the	  brand	  operators	  and	  designers’	  
origins,	  and	  their	  life	  experiences	  are	  all	  essential	  elements	  that	  affect	  the	  COO.	  There	  is	  
a	  desire	  to	  redefine	  the	  COO	  principles	  in	  order	  to	  protect	  consumer	  rights	  in	  the	  
international	  market,	  especially	  when	  it	  becomes	  easier	  for	  brands	  to	  sell	  to	  consumers	  
through	  online	  platforms	  without	  the	  traditional	  guarantees	  from	  authorized	  
distributors.	  	  
	  
The	  World	  Trade	  Organization	  started	  a	  discussion	  centring	  on	  ‘global	  manufacturing’	  in	  
2011	  (Maurer,	  2011).	  An	  article	  entitled	  ‘What	  is	  the	  country	  of	  origin	  in	  an	  
interconnected	  world?’	  was	  written	  concerning	  the	  blurred	  boundaries	  of	  COO	  that	  
included	  the	  rise	  of	  international	  transactions	  in	  intermediate	  goods,	  the	  expansion	  of	  
global	  supply	  chains,	  and	  other	  components,	  such	  as	  research	  and	  development	  (R&D)	  
and	  marketing	  (Maurer,	  2011),	  which	  all	  have	  a	  close	  link	  to	  the	  products.	  Maurer	  
suggested	  the	  label	  ‘Made	  in	  the	  World’	  for	  multi-­‐COO	  goods	  in	  an	  interconnected	  
world.	  This	  term	  illustrates	  the	  belief	  that	  international	  coproduction	  would	  become	  
popular	  in	  the	  future;	  nevertheless,	  it	  simply	  generalises	  the	  multi-­‐country	  origin	  
without	  crediting	  contributors	  for	  their	  master	  production.	  More	  important,	  this	  may	  
lead	  to	  a	  political	  concern	  if	  products	  lack	  cultural	  distinction,	  and	  there	  will	  be	  no	  
boundary	  or	  differentiation	  between	  countries	  or	  brands.	  Thus,	  to	  return	  to	  the	  known	  
problem	  generated	  by	  globalization,	  the	  product	  designation	  ‘Made	  in	  the	  World’	  would	  
either	  have	  no	  uniqueness	  earned	  from	  a	  specific	  culture	  and	  would	  instead	  be	  just	  a	  
generalisation	  to	  create	  context	  for	  a	  remote	  market	  segmentation.	  Even	  though	  the	  
domestic	  Chinese	  designer	  supported	  the	  view	  that	  ‘a	  modern	  Chinese	  brand	  would	  
become	  an	  international	  signature	  with	  no	  geographical	  boundary’	  (Zhu,	  2014),	  in	  the	  
luxury	  sector	  COO,	  as	  an	  added	  value	  component,	  will	  inevitably	  have	  to	  be	  recorded	  in	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a	  more	  precise	  and	  transparent	  way	  that	  allows	  consumers	  to	  be	  informed	  about	  all	  
COO	  information	  in	  relation	  to	  luxury	  products.	  It	  would	  be	  ideal	  if	  consumers	  could	  
receive	  the	  item	  identification	  straight	  from	  a	  product	  label	  or	  a	  tag,	  or	  remotely	  from	  a	  
digital	  database.	  This	  would	  also	  help	  to	  keep	  the	  precise	  credentials	  of	  a	  product	  for	  
the	  second-­‐hand	  and	  antique	  market	  to	  ensure	  future	  product	  sustainability.	  
	  
Limitations	  of	  the	  research	  
There	  were	  a	  number	  of	  limitations	  that	  impacted	  upon	  the	  research	  process,	  in	  the	  
collection	  of	  visual	  data	  in	  particular.	  Firstly,	  a	  lack	  of	  probability	  sampling	  occurred	  in	  
the	  early	  stage	  of	  the	  study	  period	  since	  a	  certain	  amount	  of	  visual	  data	  was	  necessary	  
for	  the	  data	  collection	  in	  order	  to	  generate	  visual	  taxonomies.	  Secondly,	  only	  a	  limited	  
number	  of	  luxury	  lifestyle	  fashion	  brands	  were	  established	  on	  the	  mainland	  in	  the	  early	  
90s.	  Only	  being	  able	  to	  gather	  from	  one	  or	  two	  particular	  brands	  for	  visual	  data	  could	  
have	  led	  to	  an	  imbalance	  in	  probability	  sampling.	  Thirdly,	  difficulty	  was	  experienced	  with	  
the	  media	  facilities	  in	  mainland	  China,	  where	  only	  particular	  media	  applications	  were	  
permitted.	  This	  generated	  a	  certain	  degree	  of	  anxiety	  during	  the	  case	  study	  interviews.	  
	  
Chinese	  branding	  practices	  in	  the	  fashion	  sector	  have	  grown	  gradually	  since	  the	  early	  
1990s.	  During	  that	  time,	  computer	  and	  internet	  technology	  was	  first	  introduced	  to	  trade	  
as	  business	  applications.	  With	  the	  limited	  history	  of	  branding	  practices	  in	  China,	  the	  
majority	  of	  Chinese	  brands	  were	  new	  and	  did	  not	  have	  the	  distinctive	  international	  
profile	  of	  their	  European	  counterparts.	  In	  addition	  they	  had	  less	  experience	  in	  brand	  
promotion,	  thus	  there	  were	  limited	  resources,	  especially	  archives	  of	  prints	  and	  online	  
database,	  during	  the	  period	  from	  the	  1990	  and	  2000.	  As	  the	  overall	  online	  search	  
achieved	  relatively	  less	  probability	  sampling	  through	  the	  brands’	  official	  website	  and	  
online	  suppliers,	  the	  sampling	  strategy	  was	  then	  modified	  by	  extending	  the	  search	  to	  
vintage	  sale	  and	  second	  hand	  auctions	  in	  order	  to	  generate	  the	  visual	  data	  necessary	  for	  
that	  period.	  Finally	  sufficient	  sampling	  from	  the	  various	  Chinese	  regions	  was	  successfully	  
achieved.	  The	  data	  search	  of	  the	  last	  decade	  of	  the	  study	  period	  was	  comparatively	  
easier	  since	  the	  use	  of	  computer	  and	  internet	  technology	  became	  popular	  in	  branding	  
practice	  during	  that	  time	  meaning	  visual	  references	  could	  be	  located	  online.	  This	  
limitation	  could	  be	  solved	  as	  online	  brand	  communication	  inevitably	  became	  a	  core	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application	  through	  which	  luxury	  brands	  would	  attempt	  to	  connect	  with	  global	  
consumers;	  emerging	  designer	  brands	  were	  also	  actively	  providing	  online	  archives	  in	  
order	  to	  gain	  global	  exposure.	  
	  
In	  the	  early	  90s,	  Hong	  Kong	  SAR	  brands	  were	  established	  that	  mainly	  focused	  on	  lifestyle	  
fashion,	  whereas	  those	  from	  the	  mainland	  mainly	  developed	  womenswear	  in	  the	  
fashion	  sector.	  This	  phenomenon	  led	  to	  another	  limitation	  in	  the	  research;	  namely,	  the	  
problem	  of	  collecting	  visual	  representatives	  of	  fashion	  accessories	  and	  the	  home	  
accessories	  sectors	  in	  the	  first	  decade	  of	  the	  study	  period	  could	  only	  relied	  on	  for	  one	  or	  
two	  internationally	  established	  luxury	  brands.	  However,	  the	  apparent	  problem	  of	  
unbalanced	  development	  could	  also	  be	  regarded	  as	  a	  finding	  of	  this	  research.	  Providing	  
more	  and	  more	  lifestyle	  fashion	  brands	  are	  established	  in	  the	  mainland,	  research	  into	  
luxury	  lifestyle	  fashion	  brands	  in	  the	  future	  will	  be	  able	  to	  present	  a	  more	  holistic	  
picture.	  
	  
Besides	  the	  limitations	  occurring	  in	  the	  process	  of	  visual	  data	  collection,	  using	  the	  media	  
facilities	  in	  mainland	  China	  also	  presented	  difficulties.	  It	  is	  well	  known	  that	  some	  
internet	  domains,	  such	  as	  Google,	  Twitter	  and	  Facebook,	  are	  banned	  in	  China.	  There	  are	  
also	  large	  cultural	  differences	  in	  the	  way	  media	  is	  used	  on	  the	  mainland	  (Schiavenza,	  
2013).	  Therefore	  different	  strategies	  were	  applied	  in	  the	  case	  study	  interviews	  in	  order	  
to	  connect	  to	  the	  target	  contacts.	  Thus,	  a	  WeChat	  (微信)(a	  popular	  instant	  messaging	  
and	  mobile	  app,	  one	  of	  the	  two	  largest	  social	  networking	  platforms	  on	  the	  so-­‐called	  
“Chinese	  intranet”	  [Schiavenza,	  2013]	  in	  China)	  account	  was	  set	  up	  accordingly.	  WeChat	  
had	  reached	  768	  million	  active	  users	  daily	  by	  September	  2016	  (Chozan,	  2017).	  Besides,	  
some	  common	  search	  engines	  use	  by	  mainland	  Chinese,	  such	  as	  Baidu	  (百度), 360	  
Search	  (360 搜索),	  and	  Sogou	  (搜狗),	  were	  bookmarked	  for	  easy	  access.	  In	  addition,	  as	  
with	  the	  common	  practice	  of	  networking,	  some	  referrals	  were	  received	  through	  
personal	  contacts,	  which	  sped	  up	  the	  interview	  approach	  with	  some	  of	  the	  mainland	  
brand	  representatives.	  All	  this	  preparation	  contributed	  to	  an	  effective	  research	  process	  
in	  relation	  to	  the	  case	  studies	  and	  could	  provide	  important	  information	  for	  researchers	  
when	  carrying	  out	  projects	  in	  or	  about	  China.	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Contributions	  of	  the	  research	  
This	  transdisciplinary	  research	  uses	  a	  range	  of	  perspectives	  from	  visual	  communication,	  
branding	  and	  business,	  cultural	  studies	  and	  sociology	  to	  investigate	  the	  Chinese	  trope	  
phenomenon.	  It	  concludes	  with	  a	  set	  of	  findings	  achieved	  through	  in-­‐depth	  visual	  
discourse	  analysis	  with	  the	  support	  of	  visual	  taxonomies,	  and	  visual	  evidence	  gathered	  
from	  multiple	  case	  studies.	  The	  study	  has	  made	  a	  sound	  contribution	  to	  research	  by	  
providing	  knowledge	  about	  luxury	  Chinese	  branding	  practices	  to	  the	  areas	  of	  branding	  
and	  business,	  and	  to	  cultural	  studies.	  Significant	  insight	  was	  extracted	  from	  the	  findings	  
into	  how	  Chinese	  brands	  can	  be	  sustained	  and	  develop	  their	  global	  brands	  in	  the	  future.	  
	  
In	  the	  area	  of	  branding	  and	  business,	  the	  examination	  of	  the	  luxury	  Chinese	  lifestyle	  
fashion	  brands	  was	  a	  great	  challenge.	  As	  mentioned	  in	  the	  limitations	  of	  the	  research,	  
there	  were	  difficulties	  in	  collecting	  visual	  evidence	  and	  in	  communicating	  in	  mainland	  
China	  during	  data	  collection.	  This	  means	  that	  the	  visual	  taxonomies	  created	  could	  
become	  an	  important	  asset	  in	  terms	  of	  providing	  the	  catalyst	  and	  foundation	  for	  a	  new	  
archive	  and	  database	  for	  luxury	  Chinese	  brands.	  The	  findings	  map	  out	  the	  evolution	  of	  
luxury	  Chinese	  lifestyle	  fashion	  brands	  within	  the	  timeline	  1994	  to	  2014	  in	  a	  
chronological	  sequence.	  Since	  most	  of	  the	  Chinese	  fashion	  brands	  were	  set	  up	  in	  the	  
late	  twentieth-­‐	  and	  early	  twenty-­‐first	  centuries,	  the	  records	  would	  be	  useful	  as	  a	  future	  
reference	  for	  other	  research	  projects.	  In	  addition,	  this	  study	  also	  provides	  significant	  
data	  to	  examine	  the	  similarities	  and	  differences	  between	  domestic	  and	  Hong	  Kong	  SAR-­‐
based	  luxury	  lifestyle	  fashion	  brands.	  The	  findings	  highlight	  a	  number	  of	  issues	  in	  
branding	  practices,	  including	  issues	  around	  the	  country	  of	  origin.	  The	  study	  
demonstrates	  the	  necessity	  of	  redefining	  the	  principles	  of	  the	  country	  of	  origin,	  which	  
would	  potentially	  not	  only	  change	  global	  branding	  practices,	  but	  also	  establish	  a	  policy	  
for	  the	  protection	  of	  brand	  and	  design	  authenticity	  for	  global	  brand	  development	  in	  the	  
future.	  In	  particular,	  this	  would	  help	  tackle	  the	  counterfeiting	  issue	  in	  the	  luxury	  sector.	  
The	  case	  study	  interviews	  provide	  a	  better	  understanding	  from	  the	  perspective	  of	  the	  
Chinese	  brand	  designers,	  and	  these	  findings	  will	  form	  part	  of	  the	  next	  iteration	  of	  a	  
larger	  project	  that	  further	  incorporates	  their	  findings	  on	  the	  research	  to	  date.	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In	  terms	  of	  cultural	  studies,	  this	  study	  examined	  the	  phenomenon	  of	  the	  growing	  
deployment	  of	  Chinese	  tropes.	  It	  provides	  a	  thorough	  understanding	  of	  the	  ancient	  
custom	  of	  how	  Chinese	  ancestors	  deployed	  the	  auspicious	  signs	  for	  blessings	  and	  good	  
wishes,	  and	  illuminates	  the	  ways	  in	  which	  LCBs	  appropriated	  the	  stereotypical	  Chinese	  
signs.	  It	  therefore	  provides	  the	  resources	  to	  enable	  others	  to	  study	  Chinese	  cultural	  
expressions	  in	  designs	  from	  different	  eras.	  The	  findings	  about	  the	  emerging	  hybrid	  
Western	  lifestyle,	  with	  its	  material	  culture,	  and	  the	  disappearance	  of	  the	  use	  of	  Chinese	  
tropes	  in	  the	  new-­‐generation	  Chinese	  designs	  brings	  to	  the	  fore	  the	  shift	  in	  how	  Chinese	  
identity	  is	  communicated	  through	  fashion.	  These	  findings	  could	  stimulate	  Chinese	  
brands’	  and	  designers’	  to	  be	  concerned	  about	  the	  preservation	  of	  their	  heritage	  and	  
inspire	  new	  ways	  of	  reimagining	  and	  reinterpreting	  historical	  tropes	  in	  order	  to	  generate	  
innovative	  Chinese	  identities	  that	  reflect	  the	  new	  contemporary	  China.	  
	  
The	  research	  has	  also	  contributed	  to	  the	  area	  of	  visual	  communication.	  Since	  the	  
stereotypical	  Chinese	  signs	  have	  become	  cultural	  representations	  and	  have	  been	  
continuously	  deployed	  in	  Chinese	  designs,	  and	  have	  taken	  some	  important	  roles	  in	  
celebrating	  Chinese	  customs	  and	  cultural	  occasions,	  the	  Chinese	  tropes,	  symbols,	  and	  
metaphors	  are	  all	  part	  of	  the	  heritage	  that	  has	  recorded	  5,000	  years	  of	  Chinese	  
civilization.	  The	  interpretation	  of	  symbolic	  meanings	  is	  one	  of	  the	  features	  of	  Chinese	  
artefacts,	  with	  an	  irreplaceable	  role	  in	  art	  and	  design	  practice.	  Given	  their	  popularity	  
throughout	  history,	  these	  signs	  have	  limited	  references	  to	  symbolic	  meanings,	  and	  are	  
mostly	  written	  in	  the	  Chinese	  language.	  This	  reflects	  the	  fact	  that	  it	  is	  necessary	  to	  
sustain	  the	  knowledge	  of	  the	  Chinese	  signs	  for	  universal	  usage	  and	  for	  future	  design	  and	  
branding	  references,	  which	  would	  also	  convey	  the	  Chinese	  cultural	  knowledge	  to	  non-­‐
Chinese	  ethnic	  groups	  for	  inter-­‐communication.	  
	  
The	  findings	  of	  this	  research	  also	  have	  sociological	  significance.	  By	  studying	  the	  changing	  
concept	  of	  luxury	  and	  the	  use	  of	  Chinese	  tropes	  in	  luxury	  Chinese	  lifestyle	  fashion	  
brands,	  information	  has	  been	  collected	  and	  analysed	  to	  provide	  understanding	  of	  the	  
ways	  in	  which	  luxury	  identity	  reflects	  the	  shift	  in	  economic	  power	  and	  change	  in	  social	  
status	  which	  has	  affected	  the	  collective	  Chinese	  social	  identity.	  The	  findings	  also	  mark	  a	  
rapid	  change	  in	  sign	  design	  in	  association	  with	  the	  rise	  of	  individualism	  in	  Chinese	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society.	  All	  of	  these	  research	  contributions	  demonstrate	  the	  constant	  modification	  of	  
the	  concept	  of	  luxury,	  lifestyles,	  branding	  practices,	  and	  the	  Chinese	  identity	  of	  modern	  
China	  in	  the	  twenty-­‐first	  century.	  Through	  this,	  domestic	  designers,	  as	  insiders,	  have	  
fully	  understood	  that	  ‘the	  mainland	  Chinese	  market	  is	  on	  the	  lookout	  for	  designs	  from	  
other	  cultures’	  (Zhu,	  2014).	  
	  
This	  research	  has	  made	  a	  significant	  contribution	  to	  the	  analysis	  of	  Chinese	  luxury	  
branding	  practices.	  Using	  a	  multi-­‐qualitative method	  of	  visual	  archival	  recording	  and	  
case	  study	  interrogation	  alongside	  extensive	  secondary	  research,	  it	  has	  opened	  up	  
further	  opportunities	  for	  a	  continuing	  investigation	  into	  Chinese	  brands	  and	  Chinese	  
design	  development.	  This	  study	  has	  widened	  the	  areas	  of	  research	  through	  the	  
discovery	  of	  a	  ‘Chinese	  luxescape’	  in	  Chinese	  branding	  practices	  in	  material	  and	  visual	  
culture,	  and	  in	  design	  and	  identity	  studies,	  which	  is	  significant	  for	  global	  communication.	  
It	  draws	  attention	  to	  transnationalism	  and	  potentially	  extends	  the	  concept	  of	  
transorientalism	  as	  well	  as	  trans-­‐occidentalism	  for	  further	  research	  into	  communication,	  
design	  and	  theory	  studies.	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1)	  Geometric	  motifs	  (⼏几何紋) 
Geometric	  motifs	  (see	  Figures	  13	  -­‐	  16)	  are	  said	  to	  be	  the	  earliest	  motif	  and	  to	  date	  from	  
prehistoric	  society.	  Representations	  include	  circular	  motif	  (回紋),	  cloud	  motif	  (云紋),	  
ripple	  motif	  (漩涡紋)	  and	  nipple	  motif	  (乳钉紋) that	  appear	  in	  geometric	  and	  abstract	  
forms	  in	  repetitive	  patterns.	  	  
	  
Active	  timelines:	  	   	   	   	   	   	   	   	   	   	  
Prehistoric	  Society	   	   	   ca.	  30th	  -­‐	  21st	  century	  B.C.	  
Shang	  Dynasty	   	   	   	   ca.	  1600	  –	  ca.	  1050	  B.C.	  
Zhou	  Dynasty	   	   	   	   ca.	  1050	  –	  256	  B.C.	  	  	  
Qin	  Dynasty	  	   	   	   	   221	  B.C.	  –	  206	  B.C.	  
Han	  Dynasty	   	   	   	   206	  B.C.	  –	  A.D.	  220	   	   	   	   	  
	  
	   	   	  	  	  	   	  
Fig.13:	   Fig.14:	   Fig.15:	   Fig.16:	  
Circular	  motif	   Cloud	  motif	   Ripple	  motif	   Nipple	  motif	  
(Gu,	  2010,	  p.5)	   (Gu,	  2010,	  p.11)	   (Gu,	  2010,	  p.13)	   (Gu,	  2010,	  p.12)	  
	  
Denotation:	   Denotation:	   Denotation:	   Denotation:	   	   	  
A	  pictogram	  of	  Chinese	   Illustrates	  the	   The	  natural	  	   A	  form	  of	  a	  nipple.	  
character	  form ‘回’ form	  of	  clouds	   form	  of	  a	  ripple,	  	   Reference	  to	  
	  ‘Hui’	  means	  ‘circular’	   	   showing	  its	   the	  mother	  figure	  
	   	   circular	  motion	   	   	   	  
	  
Connotation:	   Connotation:	   Connotation:	   Connotation:	  	   	  
Always	  have	  luck	  and	   Nature	  of	   Nature	  of	   Have	  a	  prosperous	  
be	  wealthy	   harmony	   harmony	   family	  
	  
Fig.13	  -­‐	  Fig.16:	  Geometric	  motifs	  (Circular,	  cloud,	  ripple	  and	  nipple)	  (Gu,	  2010)	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2)	  Animal	  motifs	  (动物紋)	  
Animal	  motifs	  (see	  Figures	  17	  -­‐	  20)	  date	  back	  to	  the	  Neolithic	  period	  and	  were	  widely	  
applied	  to	  a	  variety	  of	  objects,	  such	  as	  bronze,	  clothing,	  furniture	  and	  ceramics.	  The	  
animal	  motif	  represents	  real	  animals	  and	  imaginary	  animals	  from	  mythology.	  The	  
popular	  taotie	  motif	  (饕餮紋) was	  frequently	  used	  on	  bronze	  artefacts,	  but	  was	  faded	  
out	  in	  later	  centuries.	  In	  contrast,	  the	  fish	  motif	  (⻥鱼紋) and	  the	  bat	  motif	  (蝙蝠紋) lasted	  
for	  centuries	  and	  the	  dragon	  motif	  (⻰龙紋) evolved	  over	  Chinese	  history	  to	  include	  
various	  postures	  with	  similar	  interpretations	  of	  styles.	  	  
	  
Active	  timelines:	   	   	   	   	   	   	   	   	   	  
Neolithic	   	   	   	   ca.	  5000	  –	  ca.	  3000	  B.C.	  
Till	  modern	  time	   	   	   A.D.	  21st	  century	   	   	   	   	  
	   	  
Fig.17:	  Dragon	  motif	   Fig.18:	  Fish	  motif	  
(NiPic.com,	  2016a)	   (Vision	  Times,	  2015)	  
	  
Denotation:	   Denotation:	   	   	   	   	  
The	  dragon	  motif	  is	  the	  most	  popular	   Fish	  ’⻥鱼’ ‘yú’	  is	  a	  homonym	  of	  ’余’	  ‘yú’	  –	  
signature	  and	  influential	  Chinese	  motif	  of	   remainder	  and	  surplus.	  Fish	  is	  
an	  imaginary	  animal	  from	  as	  early	  as	   a	  popular	  motif	  that	  has	  auspicious	  	  
prehistoric	  times.	  The	  numbers	  of	  claw	   symbolism	  value	  
represent	  different	  level	  of	  status	  
e.g.	  five	  claws	  for	  an	  Emperor	  
	  
Connotation:	   Connotation:	   	   	   	   	  
Power	  and	  strength	   Riches	  and	  wealth	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Fig.19:	  Taotie	  motif	  (Yong	  Chang	  Ci	  Zhuang,	  2014)	  
	  
Denotation:	   	   	   	   	   	  
A	  popular	  motif	  in	  bronze.	  Illustrates	  an	  imaginary	  animal	  with	  symmetrical	  graphics.	  
Connotation:	   	   	   	   	   	  
Do	  not	  be	  greedy	  
	  
Fig.20:	  Bat	  motif	  (Pinterest.com,	  2016)	  
	  
Denotation:	   	   	   	   	   	  
Bat	  in	  Chinese	  character	  ‘蝠’	  ‘Fú’	  is	  a	  homonym	  of	  ‘福’	  ‘Fú’	  means	  good	  fortune.	  
A	  popular	  phrase	  ‘五福临⻔门’ means	  ‘to	  receive	  5	  fortunes	  (bats)’.	  
	  
Connotation:	   	   	   	   	   	  
Good	  fortune	  
	  
Fig.17	  –	  Fig.20:	  Animal	  motifs	  (Dragon	  (NiPic.com,	  2016a),	  fish	  (Vision	  Times,	  2015),	  taotie	  
(Yong	  Chang	  Ci	  Zhuang,	  2014)	  and	  bat	  (Pinterest.com,	  2016))	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3)	  Flower	  and	  bird	  motifs	  (花⻦鸟昆⾍虫紋)	  
	  
The	  flower	  and	  bird	  motif	  category	  is	  seen	  as	  the	  most	  significant	  category	  of	  all	  
traditional	  Chinese	  motifs.	  Different	  flower	  and	  bird	  motifs	  may	  carry	  different	  
meanings.	  Popular	  flower	  motifs	  include	  the	  lotus	  motif	  (莲花紋)	  and	  the	  peony	  motif	  
(牡丹紋),	  whilst	  common	  bird	  motifs	  include	  the	  crane	  (鹤紋),	  yuan	  yang	  (鸳鸯紋) and	  
the	  butterfly	  (蝴蝶紋),	  which	  were	  all	  popular	  motifs	  in	  the	  Song	  dynasty	  
(see	  Figures	  21	  -­‐	  24).	  
	  
Active	  timelines:	   	   	   	   	   	  
Sui	  Dynasty	   A.D.	  581	  –	  A.D.	  618	  
Tang	  Dynasty	   A.D.	  618	  –	  A.D.	  906	  
Five	  Dynasties	   A.D.	  907	  –	  A.D.	  960	  
Liao	  Dynasty	   A.D.	  907	  –	  A.D.	  1125	  
Song	  Dynasty	   A.D.	  960	  –	  A.D.	  1279	  
Western	  Xia	  Dynasty	   A.D.	  1032	  –	  A.D.	  1227	  
Jin	  Dynasty	   A.D.	  1115	  –	  A.D.	  1234	  
Yuen	  Dynasty	   A.D.	  1279	  –	  A.D.	  1368	   	   	   	   	  
	   	  
Fig.21:	  Yuan	  yang	  motif	   Fig.22:	  Butterfly	  motif	  
(Absolute	  China	  Tours,	  2016)	   (Dover	  Publications,	  2016)	  
 	  
Denotation:	   Denotation:	   	   	   	   	  
Two	  birds	  named	  Yuan	  yang,	  that	   Insect	  of	  butterfly,	  which	  fly	  freely,	  	  	  
always	  appear	  as	  a	  couple	   and	  sometimes	  fly	  in	  groups.	  Butterfly	  in	  
Chinese	  character	  ’蝶’	  ‘dié’	  is	  a	  homonym	  
	   of	  ’耋’	  ‘die’,	  which	  refers	  to	  the	  elderly.	  
	  	  
Connotation:	   Connotation:	   	   	   	   	  
Royalty	  in	  love	   Blessed	  and	  as	  a	  symbol	  of	  love;	  longevity	  
	  
	  	  266	  
	   	  
	   Fig.23:	  Lotus	  motif	  	   Fig.24:	  Peony	  motif	  
	   (Dreamstime,	  2016)	   (The	  Stencil	  Library,	  2016)	  
	  
Denotation:	   Denotation:	   	   	   	   	   	  
A	  common	  decorated	  floral	  motif.	   The	  peony	  is	  commonly	  referred	  to	  
’莲’ ‘lián’ is	  a	  homonym	  of	  ’廉’ ‘lián’	   as	  the	  ‘king	  of	  the	  flowers’	  for	  its	  beauty	  
–	  noble	   and	  fragrance	  
	  
Connotation:	   Connotation:	   	   	   	   	   	  
Purity	   A	  prosperous	  and	  good	  life	  
	  
	   	  
	   Fig.25:	  Crane	  motif	  (Shutterstock	  Editor,	  2016)	  
Denotation:	   	   	   	   	   	   	  
The	  Chinese	  also	  describe	  crane	  as	  the	  ‘crane	  from	  heaven’	  out	  of	  respect	  for	  its	  long	  life	  
span	  
	  
Connotation:	   	   	   	   	   	   	  
Longevity	  
	  
Fig.21	  –	  Fig.25:	  Flower	  and	  bird	  motifs	  (Yuan	  yang	  (Absolute	  China	  Tours,	  2016),	  
butterfly	  (Dover	  Publications,	  2016),	  lotus	  (Dreamstime,	  2016),	  peony	  (The	  Stencil	  Library,	  2016)	  
and	  crane	  (Shutterstock	  Editor,	  2016))	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4)	  Auspicious	  motifs	  (吉祥紋)	  
Auspicious	  motifs	  (see	  Figures	  26	  -­‐	  30)	  have	  a	  Chinese-­‐ness.	  Their	  aesthetic	  is	  Chinese	  in	  
essence.	  Auspicious	  meanings	  refer	  to	  the	  four	  main	  wishes	  for	  wealth,	  prosperity,	  
health	  and	  joy.	  These	  motifs	  have	  specific	  structures	  and	  carry	  subtle	  metaphors.	  Some	  
of	  the	  auspicious	  motifs	  embed	  meanings	  from	  objects	  that	  are	  homonyms.	  The	  
commonly	  used	  auspicious	  motifs	  include	  the	  ‘Wàn’	  motif	  (卍 (万) 字紋),	  the	  wishful	  
motif	  (如意紋),	  the	  double-­‐happiness	  motif	  (双囍紋),	  the	  coin	  motif	  (铜钱紋) and	  the	  
‘Shòu’	  motif	  (寿紋).	  These	  cultural	  representations	  reflect	  the	  5,000-­‐year	  civilization	  of	  
China.	  
	  
Active	  timelines:	   	   	   	   	   	   	  
Shang	  Dynasty	   ca.	  1600	  –	  ca.	  1050	  B.C.	  
Zhou	  Dynasty	   ca.	  1050	  –	  256	  B.C.	  
Tang	  Dynasty	   A.D.	  618	  –	  A.D.	  906	  
Song	  Dynasty	   A.D.	  960	  –	  A.D.	  1279	  
Ming	  Dynasty	   A.D.	  1368	  –	  A.D.	  1644	  
Qing	  Dynasty	   A.D.	  1644	  –	  A.D.	  1911	   	   	   	   	  
	  
	   	  
Fig.26:	  ‘Wàn’	  motif	  (Tupian114,	  2016a)	   Fig.27:	  Wishful	  motif	  (Tupian114,	  2016b)	  
	  
Denotation:	   Denotation:	   	   	   	   	   	  
卍 (Sanskrit),	  a	  philosophical	  language	   Appear	  in	  the	  shape	  of	  ‘S’,	  heart,	  	  
in	  Buddhism,	  meaning	  to	  turn	  left	  or	   ganoderma	  lucidum	  and	  cloud	  
right	  in	  direction	  
	  
Connotation:	   Connotation:	  	   	   	   	   	  
Good	  luck	  and	  eternal	  life	   Good	  wishes	  for	  peace,	  prosperity	  and	  
	   good	  fortune	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Fig.28:	  Double-­‐happiness	  motif Fig.29:	  Coin	  motif	  
(Spread	  shirt,	  2016)	   (NiPic.com,	  2016b)	  
	  
Denotation:	   Denotation:	   	   	   	   	  
A	  Chinese	  character	  motif,	  always	  in	  a	   Shape	  of	  a	  coin	  
repetitive	  pattern	  form	  of	  character	  	  
’喜’	  ‘Xǐ	  ’	  –	  happiness	  
	  
Connotation:	   Connotation:	   	   	   	   	  
More	  happiness	   Wealth	  and	  fortune	  
	  
	   	  
	   Fig.30:	  ‘Shòu’	  motif	  (NiPic.com,	  2016c)	  
Denotation:	   	   	   	   	   	   	   	   	   	   	  
Chinese	  ’寿’ ‘Shòu’	  –	  Lifespan.	  A	  Chinese	  character	  motif	  in	  hundreds	  of	  forms	  
	  




Fig.26	  –	  Fig.30:	  Auspicious	  motifs	  (‘Wàn’	  (Tupian114,	  2016a),	  wishful	  (Tupian114,	  2016b),	  
double-­‐happiness	  (Spread	  shirt,	  2016),	  coin	  (NiPic.com,	  2016b)	  and	  ‘Shòu’	  (NiPic.com,	  2016c))	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5)	  Character	  (human	  and	  god)	  motifs (⼈人物紋)	  
Character	  (human	  and	  god)	  motifs	  (see	  Figures	  31	  -­‐	  34)	  are	  based	  on	  stories	  of	  humans	  
or	  on	  legends	  projecting	  self-­‐affirmation	  for	  humanity,	  whilst	  others	  are	  based	  on	  
myths.	  The	  illustrations	  are	  rich	  in	  details	  compared	  to	  the	  geometric	  motifs.	  Flying	  
motif	  (⻜飞天),	  maid	  of	  honour	  motif	  (仕⼥女紋),	  children-­‐playing	  motif	  (婴戏紋)	  and	  the	  
covert	  eight	  Taoist	  immortals	  motifs	  (暗⼋八仙紋) were	  all	  popular,	  and	  this	  category	  of	  
motif	  was	  used	  at	  the	  pinnacle	  of	  decorative	  art	  practice	  in	  the	  Ming	  and	  the	  Qing	  
dynasties.	  	  
	  
Active	  timelines:	   	   	   	   	   	   	   	   	   	  
Wei	  Dynasty	   	   	   	   A.D.	  220	  –	  A.D.	  265	  
Western	  and	  Eastern	  Jin	  Dynasty	   A.D.	  265	  –	  A.D.	  420	  
Southern	  Dynasty	   	   	   A.D.	  420	  –	  A.D.	  589	  
Northern	  Dynasty	   	   	   A.D.	  386	  –	  A.D.	  581	  
Tang	  Dynasty	   	   	   	   A.D.	  618	  –	  A.D.	  906	  
Song	  Dynasty	   	   	   	   A.D.	  960	  –	  A.D.	  1279	  
Ming	  Dynasty	   	   	   	   A.D.	  1368	  –	  A.D.	  1644	  
Qing	  Dynasty	   	   	   	   A.D.	  1644	  –	  A.D.	  1911	   	   	   	   	  
	  
	   	  
	   Fig.31:	  Flying	  motif	  (NiPic.com,	  2016d)	  
Denotation:	   	   	   	   	   	   	   	   	   	   	  
A	  symbol	  in	  Buddhism,	  popular	  in	  religious	  sculpture	  and	  murals,	  particular	  in	  Dunhuang	  	  
	  
Connotation:	   	   	   	   	   	   	   	   	   	   	  
Good	  luck	  and	  eternal	  life	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Fig.32:	  Maid	  of	  honour	  motif Fig.33:	  Children-­‐playing	  motif	  
(Artron.Net,	  2010a)	   (Jdzcq.com,	  2016)	  
	  
Denotation:	   Denotation:	   	   	   	   	  
The	  maid	  of	  honour	  motif	  reflected	  the	   Reflected	  children’s	  daily	  lifestyles	  in	  
class	  system	  of	  ancient	  times	  in	  China	   ancient	  times,	  especially	  the	  luxury	  lifestyle	  
	   in	  Tang	  dynasty	  
	  
Connotation:	   Connotation:	   	   	   	   	  
Project	  the	  integrity	  of	  females	  and	   Flourishing	  descendants	  of	  generations	  
their	  lifestyles	  in	  the	  upper	  and	  lower	   	  
classes	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Fan (扇⼦子) Sword	  (宝剑) Basket	  of	  flowers	  (花篮) Tube	  (道情筒)	  
Quan	  Zhongli Lü	  Dongbin Lan	  Caihe Zhang	  Guolao	  
(汉钟离) (吕洞宾) (蓝采和) (张果⽼老)	  
Gourd	  and	  crutcz	   Yin	  Yang	  board	   Flute	   Lotus	  
(葫芦和拐仗) (阴阳板) (笛⼦子) (荷花)	  
Li	  Tieguai	  (李铁拐) Cao	  Guojiu	  (曹国舅)	   Han	  Xiangzi	  (韩湘⼦子)	  	   He	  Xiangu	  (仙姑)	  
	  
Fig.34:	  Covert	  eight	  Taoist	  immortals	  motifs	  (NiPic.com,	  2016e)	  
	  
Denotation:	   	   	   	   	   	   	  
Based	  on	  the	  myths	  of	  the	  eight	  Taoist	   immortals,	  whose	  power	  could	  be	  transformed	  
into	  powerful	  tools	  
	  
Connotation:	   	   	   	   	   	   	  
Healthy,	  longevity	  and	  prosperity	  in	  life	  
	  
Fig.31	  –	  Fig.34:	  Character	  (human	  and	  god)	  motifs	  (Flying	  (NiPic.com,	  2016d),	  Maid	  of	  Honour	  
(Artron.Net,	  2010a),	  Children-­‐playing	  (Jdzcq.com,	  2016)	  and	  Covert	  eight	  Taoist	  immortals	  
(NiPic.com,	  2016e))	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6)	  Artefact	  motifs	  (器物紋) 
Artefact	  motifs	  (see	  Figures	  35	  -­‐	  36)	  refer	  to	  all	  the	  motifs	  related	  to	  artefacts.	  This	  
minority	  category	  has	  had	  a	  significant	  influence	  on	  the	  ornamentation	  of	  Chinese	  art	  
and	  craft	  development.	  Popular	  artefact	  motifs	  were	  the	  landscape	  motif	  (⼭山⽔水紋) and	  
the	  wave	  motif (海⽔水紋),	  which	  have	  been	  used	  for	  centuries	  since	  the	  Neolithic	  period. 
 
Active	  timelines:	   	   	   	   	   	   	   	   	    
Prehistoric	  Society	   	   	   ca.	  30th	  -­‐	  21st	  century	  B.C.	  
Shang	  Dynasty	   	   	   	   ca.	  1600	  –	  ca.	  1050	  B.C.	  
Zhou	  Dynasty	   	   	   	   ca.	  1050	  –	  256	  B.C.	  
Qin	  Dynasty	   	   	   	   221	  B.C.	  –	  206	  B.C.	  
Han	  Dynasty	   	   	   	   206	  B.C.	  –	  A.D.	  220	  
Three	  Kingdoms	  (Wei,	  Shu	  Han,	  Wu)	   A.D.	  220	  –	  A.D.	  280	  
Western	  Jin	  Dynasty	   	   	   A.D.	  265	  –	  A.D.	  316	  
Eastern	  Jin	  Dynasty	   	   	   A.D.	  317	  –	  A.D.	  420	  
Southern	  Dynasty	   	   	   A.D.	  420	  –	  A.D.	  589	  
Northern	  Dynasty	   	   	   A.D.	  386	  –	  A.D.	  581	  
Sui	  Dynasty	   	   	   	   A.D.	  581	  –	  A.D.	  618	  
Tang	  Dynasty	   	   	   	   A.D.	  618	  –	  A.D.	  906	  
Song	  Dynasty	   	   	   	   A.D.	  960	  –	  A.D.	  1279	   	   	   	   	  
	  
	   	  	  
	   Fig.35:	  Waves	  motif	  (NiPic.com,	  2016f)	  
Denotation:	   	   	   	   	   	   	   	   	   	   	  
There	  were	  various	  wave	  motifs	  that	  illustrated	  different	  forms	  of	  flowing	  and	  surging	  
seawater.	  Wave	  motifs	  were	  mostly	  used	  on	  ceramics	  in	  early	  Chinese	  history,	  and	  
became	  popular	  again	  after	  the	  Song	  dynasty	  
	  
Connotation:	   	   	   	   	   	   	   	   	   	   	  
Aggressive	  and	  imposing	  manner	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   Fig.36:	  Landscape	  motif	  (Artron.Net,	  2010b)	  
Denotation:	   	   	   	   	   	   	   	   	   	   	  
The	  landscape	  motif	  became	  popular	  after	  colored	  ink	  was	  introduced	  in	  art	  in	  the	  Qin	  
and	  the	  Han	  dynasties.	   	  
	  
Connotation:	   	   	   	   	   	   	   	   	   	   	  
Advocate	  of	  nature	  
	  
Fig.35	  –	  Fig.36:	  Artefact	  motifs	  (Waves	  (NiPic.com,	  2016f)	  and	  landscape	  (Artron.Net,	  2010b))	  	  
	  
	  
Fig.13	  –	  Fig.36:	  Visual	  semiotic	  analysis	  of	  Chinese	  motifs	  in	  six	  categories	  from	  the	  prehistoric	  
society	  to	  the	  modern	  time	  (Shěn,	  2008;	  Zhang,	  2008;	  Gu,	  2010;	  Shū,	  2012)	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Interview	  訪问	  	  
Cultural	  Translation:	  An	  Analysis	  of	  Chinese	  Tropes	  in	  Emerging	  Luxury	  Chinese	  
Lifestyle	  Fashion	  Brands	  	  ⽂文化传译: 分析新兴中国精品中品味-时装品牌的中国转义	  
Researcher:	  Wong	  Kwok-­‐kei	  (Sandra)	  硏究員: ⻩黄国姬	  
Chinese	  tropes:	  signs,	  metaphor	  and	  symbols	  that	  related	  to	  the	  Chinese	  culture	  
中国转义: 意指跟中国⽂文化相关的符号, 隐喻及徵象所传达之讯息 
 
Questions	  问题	  
1.	  As	  a	  Chinese	  brand,	  what	  kind	  of	  Chinese	  tropes	  do	  your	  (brand’s)	  designs	  have?	  
	   Where	  can	  the	  audience	  find	  these	  signs	  from	  brand	  communication?	  	   作為⼀一个中国品牌, 设计师 (或品牌) 运⽤用了那种中国转义设计?	  	   观众可以从那些品牌传达中寻找到这些信号？	  	  
2.	  What	  are	  the	  delivered	  meaning/messages	  of	  these	  Chinese	  tropes?	  (Any	  examples?)	   这些中国符号的转义中有那些意思/信息吗? (请举例说明)	  	  
3.	  Can	  you	  share	  the	  design	  process	  of	  your	  (brand’s)	  design	  (Chinese	  tropes),	  from	  
	   inspiration,	  research	  to	  design?	  
	   可以分享你 (或品牌)之设计(中国转义), 从灵感,探讨到设计的过程吗？	  
	  
4.	  How	  do	  you/your	  brand	  collect	  the	  cultural	  knowledge	  in	  the	  research	  process	  of	  
	   design?	  从设计的探讨过程中, 你/你品牌如何搜集那些⽂文化知识？	  
	  
5.	  Who	  is	  the	  targeted	  market	  of	  your	  brand?	  Do	  you	  think	  the	  brand	  also	  fits	  in	  the	  
	   overseas	  market?	  Why?	  你品牌有那些⺫⽬目标市场? 你认为海外市场可以容⽴立这品牌吗? 为何？ 
 
6.	  How	  do	  you/your	  brand	  help	  the	  targeted	  customer	  to	  understand	  the	  Chinese	  tropes	  in	  
	   your	  (brand’s)	  designs?	  你/你品牌如何协助⺫⽬目标顾客去领会你 (品牌) 设计中之中国转义吗？	  
	  
7.	  What	  identity	  (brand	  image)	  does	  you/your	  brand	  would	  build	  up	  to	  the	  public?	  
	   你/你品牌希望在⼤大众建⽴立怎样的识别？	  
	  
8.	  Can	  you	  share	  you/your	  brand	  designer’s	  design	  training	  and	  work	  experience	  in	  
	   relation	  to	  Chinese	  culture?	  	  
	   可以分享你/你品牌设计师跟中国⽂文化相关之设计训练及⼯工作经验吗？	  
	  
9.	  How	  do	  you	  (as	  brand	  designer/representative)	  determine	  ‘country	  of	  origin’	  of	  
	   Chinese	  brand?	  你 (作为品牌设计师/代表), 如何决定中国品牌的"原产地"呢? E.g.	  例如:	  
	   1)	  Where	  the	  raw	  materials	  are	  sourced	  跟据原材料之⽣生产地	  
	   2)	  Where	  the	  product	  is	  designed	  跟据产品之设计地	  
	   3)	  Where	  manufacturing	  takes	  place	  跟据产品制造地	  
	   4)	  Where	  a	  final	  assembly	  is	  completed	  跟据最终完成组装地	  
	   5)	  Where	  the	  company	  is	  incorporated	  (brand	  starts	  up	  location)	  跟据公司发源地	  (即品牌成⽴立地⽅方)	  
	   6)	  The	  origins	  of:	  the	  brand	  entrepreneurs,	  operators	  and	  designers	  
	   品牌创业者, 运营者及设计师的出⽣生地	  
	   7)	  The	  level	  of	  Chinese	  cultural	  knowledge	  (from	  training,	  life	  and	  work	  experience)	  
	   对中国⽂文化知识的认知⽔水平	  (从训练,	  ⽣生活及⼯工作经验中取得)	  
	   8)	  Others	  其他
	  
	  	  288	  
	  




Brand:	  ZucZug	  (mainland	  China	  –	  Shanghai)	  
Interviewee:	  	   Mr.	  Wang	  Yi-­‐yang,	  Co-­‐founder	  and	  designer	  (素然	  ZucZug)	  
	   	   (2002	  –	  2015/present)	  
Interviewer:	  	   Wong	  (Peach)	  Kwok-­‐kei	  (Sandra),	  Research	  student,	  
	   	   London	  College	  of	  Communication	  
Format:	  	   Skype	  instant	  messages	  (Written	  simplified	  Chinese	  and	  reproduced	  into	  
	   	   written	  English	  text)	  
Date:	  	   	   23/08/2014	  
Time:	  	   	   10.00am	  -­‐	  11.30am	  
	  
Questions	  	  
1.	  As	  a	  Chinese	  brand,	  what	  kind	  of	  Chinese	  tropes	  do	  your	  (brand’s)	  designs	  have?	  
Where	  can	  the	  audience	  find	  these	  signs	  from	  brand	  communication?	  	  
	  
W:	  My	  brands,	  ZucZug	  and	  Cha	  Gang,	  have	  a	  comparatively	  direct	  relationship	  with	  
my	  perspective	  of	  tradition.	  However,	  brand	  CHAGANG	  has	  been	  suspended	  since	  
two	  years,	  so	  I	  can	  provide	  limited	  information	  about	  it.	  ZucZug	  is	  an	  international	  
brand	  that	  embodies	  globalisation	  and	  caters	  to	  the	  generation	  that	  depends	  on	  
the	  Internet,	  reflecting	  the	  perspectives	  of	  the	  urban	  lifestyle	  of	  mainland	  China	  
through	  design;	  but	  the	  use	  of	  traditional	  and	  cultural	  stereotypes	  was	  not	  
originally	  intended.	  Among	  all	  the	  collections,	  “Nothing”	  is	  a	  new	  collection	  whose	  
theme	  is	  the	  Chinese	  horoscope,	  published	  at	  the	  end	  of	  every	  year,	  using	  the	  
latest	  visual	  languages	  prevalent	  in	  the	  Internet	  generation	  to	  interpret	  the	  
traditional	  meaning.	  
	  
S:	  You	  stated,	  “globalisation	  and	  a	  generation	  that	  depends	  on	  Internet	  technology,	  
reflecting	  the	  perspectives	  of	  the	  urban	  lifestyle	  of	  mainland	  China	  through	  
design”,	  so	  can	  we	  regard	  this	  as	  a	  Chinese	  metaphor	  and	  symbol?	  
	  
W:	  Not	  necessarily	  as	  a	  metaphor,	  but	  maybe	  as	  a	  symbol.	  
	  
	  
2.	  What	  are	  the	  delivered	  meaning/messages	  of	  these	  Chinese	  tropes?	  (Any	  
examples?)	  
	  
W:	  We	  do	  not	  intend	  to	  present	  any	  specific	  meanings,	  but	  we	  hope	  to	  reflect	  
ourselves	  proactively	  and	  realistically.	  For	  instance,	  in	  some	  of	  the	  new	  ZucZug	  
shops,	  we	  invited	  a	  local	  furniture	  designer,	  Kuzi,	  to	  design	  some	  solid	  wood	  
furniture,	  reflecting	  the	  artisanship	  and	  the	  aesthetics	  of	  authentic	  Chinese	  
furniture.	  Another	  example	  is	  the	  Chinese	  horoscopes	  theme	  in	  the	  “Nothing”	  
collection,	  we	  always	  crossover	  with	  different	  illustrators	  and	  artists	  to	  design	  the	  
images	  of	  the	  Chinese	  horoscopes.	  
	  
S:	  What	  is	  your	  opinion	  regarding	  the	  designs	  with	  traditional	  and	  cultural	  signs?	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W:	  I	  personally	  do	  not	  like	  designs	  with	  traditional	  and	  cultural	  signs,	  which	  are	  signs	  
only	  and	  do	  not	  reflect	  the	  lively	  moment	  nowadays.	  
	  
3.	  Can	  you	  share	  the	  design	  process	  of	  your	  (brand’s)	  design	  (Chinese	  tropes),	  from	  
inspiration,	  research	  to	  design?	  	  
	  
W:	  The	  philosophy	  of	  brand	  ZucZug	  is	  to	  combine	  design	  with	  living,	  embed	  the	  value	  
of	  fashion	  and	  promote	  a	  fair	  attitude.	  I	  think,	  as	  a	  designer,	  it	  is	  far	  more	  
important	  to	  express	  an	  individual’s	  depth	  than	  to	  include	  Chinese	  culture	  in	  their	  
design.	  A	  design	  that	  cannot	  distinguish	  between	  culture	  and	  an	  individual	  is	  weak	  
and	  empty.	  
	  
S:	  Can	  an	  individual	  (a	  Chinese)	  and	  individualist	  (Chinese	  people)	  represent	  or	  
present	  the	  Chinese	  culture?	  
	  
W:	  From	  a	  designer’s	  point	  of	  view,	  if	  there	  individual	  expression	  is	  absent,	  then	  the	  
design	  cannot	  be	  seen	  as	  representing	  the	  culture	  of	  a	  place	  and	  its	  country.	  This	  
is	  different	  from	  politics.	  If	  a	  design	  is	  claimed	  to	  represent	  Chinese	  culture,	  it	  is	  
also	  based	  on	  the	  creator’s	  personal	  reference,	  experience,	  and	  his/her	  own	  
expression.	  Without	  individualism,	  cultural	  expression	  would	  have	  no	  content.	  
	  
	  
4.	  How	  do	  you/your	  brand	  collect	  the	  cultural	  knowledge	  in	  the	  research	  process	  of	  
design?	  
	  
W:	  By	  continually	  observing	  and	  thinking	  every	  day.	  
	  
S:	  Do	  you	  get	  inspiration	  from	  local	  or	  foreign	  sources?	  
	  
W:	  Both.	  I	  do	  not	  specifically	  divide	  inspiration	  into	  local	  and	  foreign.	  
	  
S:	  Is	  there	  any	  design	  inspired	  by	  foreign	  elements?	  
	  
W:	  Many	  Western	  and	  the	  Japanese	  fashion	  designers	  influenced	  my	  works	  in	  the	  
early	  stages.	  However,	  now	  I	  pay	  more	  attention	  to	  the	  areas	  outside	  fashion,	  
such	  as	  Art	  and	  Architecture,	  etc.	  
	  
	  
5.	  Who	  is	  the	  targeted	  market	  of	  your	  brand?	  Do	  you	  think	  the	  brand	  also	  fits	  in	  the	  
overseas	  market?	  Why?	  	  
	  
W:	  The	  target	  customers	  are	  the	  women	  from	  the	  main	  cities	  in	  the	  domestic	  China	  
market.	  Many	  people	  think	  our	  products	  are	  suitable	  for	  the	  overseas	  market,	  as	  





	  	   291	  
6.	  How	  do	  you/your	  brand	  help	  the	  targeted	  customer	  to	  understand	  the	  Chinese	  
tropes	  in	  your	  (brand’s)	  designs?	  	  
	  
W:	  First,	  we	  aim	  to	  establish	  our	  brands	  in	  the	  areas	  that	  our	  target	  customers	  
normally	  go	  shopping;	  second,	  we	  aim	  to	  make	  sure	  the	  images,	  shop	  designs,	  
visual	  merchandising,	  etc.	  represent	  the	  brand	  attributes	  clearly	  and	  precisely.	  
S:	  How	  would	  you	  sell	  your	  brand	  in	  the	  overseas	  market,	  and	  how	  do	  you	  help	  your	  
overseas	  customers	  understand	  the	  symbolism	  of	  Chinese	  life	  in	  design?	  
	  
W:	  We	  do	  not	  intend	  to	  express	  the	  Chinese	  culture	  or	  present	  our	  Chinese	  
background.	  For	  the	  overseas	  market,	  we	  prefer	  using	  localised	  language	  to	  
express	  our	  brand	  values.	  
	  
S:	  Can	  you	  explain	  more	  about	  “localised	  language”?	  
	  
W:	  It	  means	  designing	  a	  collection	  that	  blends	  into	  the	  local	  culture	  using	  a	  local	  
model.	  However,	  the	  brand	  philosophy	  “To	  combine	  design	  in	  living,	  to	  embed	  




7.	  What	  identity	  (brand	  image)	  does	  you/your	  brand	  would	  build	  up	  to	  the	  public?	  
	  
W:	  Relaxed,	  imaginative,	  easy	  to	  approach	  and	  eager	  to	  share,	  lively,	  and	  humorous.	  
	  
S:	  Does	  this	  represent	  you/Chinese	  culture?	  
	  
W:	  Yes,	  one	  can	  say	  so.	  
	  
	  
8.	  How	  do	  you	  (as	  brand	  designer/representative)	  determine	  ‘country	  of	  origin’	  of	  
Chinese	  brand?	  	  
	   For	  examples:	  
1)	  Where	  the	  raw	  materials	  are	  sourced	  
2)	  Where	  the	  product	  is	  designed	  
3)	  Where	  manufacturing	  takes	  place	  
4)	  Where	  a	  final	  assembly	  is	  completed	  
5)	  Where	  the	  company	  is	  incorporated	  (Brand	  starts	  up	  location)	  
6)	  The	  origins	  of:	  the	  brand	  entrepreneurs,	  operators	  and	  designers	  
7)	  The	  level	  of	  Chinese	  cultural	  knowledge	  (from	  training,	  life	  and	  work	  experience)	  
8)	  Others	  
	  
W:	  Should	  use	  the	  point	  2	  for	  determination	  is	  more	  appropriated.	  
	  
W:	  And	  also	  point	  5.
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Interview	  Transcriptions	  
Case	  02	  	  
	  
Brand:	  Vmajor	  (mainland	  China	  –	  Shenzhen)	  
Interviewee:	  	   Mr.	  Victor	  Zhu,	  Co-­‐founder,	  Brand	  Director	  and	  Designer	  (Vmajor)	  	  
	   	   (2008-­‐2011,	  2012-­‐2015/present)	  
Interviewer:	  	   Wong	  (Peach)	  Kwok-­‐kei	  (Sandra),	  Research	  student,	  
	   	   London	  College	  of	  Communication	  
Format:	  	   Face-­‐to-­‐face	  (Audio-­‐recorded	  with	  spoken	  Cantonese	  and	  reproduced	  	  
	   	   into	  written	  English	  text)	  
Date:	  	   	   30/08/2014	  
Time:	  	   	   1.40pm	  -­‐	  2.40pm	  
Location:	  	   Sharqueu	  Industry	  Co.	  Ltd.	  5/F,	  Block	  533,	  Ba	  Gua	  Road	  3,	  Futian,	  	  
	   	   Shenzhen,	  China	  518029	  
	  
Questions	  	  
1.	  What	  was	  the	  start	  up	  year	  of	  your	  brand,	  Vmajor?	  2008	  or	  2012?	  
	  
S:	  Some	  information	  shows	  that	  Vmajor	  was	  established	  since	  2008,	  was	  temporarily	  
withdrawn	  from	  the	  market	  in	  2011,	  and	  reopened	  later.	  I	  would	  like	  to	  ask	  if	  any	  
retail	  shops	  of	  Vmajor	  were	  set	  up	  in	  the	  early	  stages.	  
	  
Z:	  Yes,	  Vmajor	  was	  set	  up	  in	  2008,	  when	  I	  returned	  to	  Shenzhen	  after	  graduating	  
from	  London.	  I	  followed	  the	  business	  model	  popular	  at	  that	  time	  in	  China	  and	  
Vmajor	  had	  joined	  the	  franchise	  scheme	  in	  the	  shopping	  malls.	  
	  
S:	  Did	  you	  refer	  to	  other	  branding	  practices?	  
	  
Z:	  There	  was	  no	  reference	  and	  no	  branding	  business	  model	  in	  China	  at	  that	  point	  of	  
time.	  In	  contrast,	  I	  saw	  many	  designers'	  brands	  in	  Britain;	  the	  designers	  could	  
express	  their	  idea	  and	  develop	  their	  own	  business	  through	  their	  showrooms	  and	  
trade	  shows.	  It	  all	  happened	  naturally	  and	  I	  followed	  the	  well-­‐established	  Chinese	  
brand	  development	  model	  of	  Shenzhen	  Womenswear,	  a	  big	  brand	  that	  has	  set	  up	  
many	  franchise	  branches	  in	  China.	  
	  
S:	  Do	  these	  brands	  focus	  mainly	  on	  the	  domestic	  China	  market?	  
	  
Z:	  Yes,	  the	  domestic	  China	  market	  only.	  In	  fact,	  fashion	  business	  in	  China	  has	  just	  
started	  since	  the	  90s,	  so	  it	  has	  a	  short	  history.	  They	  started	  business	  as	  
manufacturers	  and	  have	  gradually	  built	  a	  business	  model	  that	  fit	  the	  China	  market	  
only,	  not	  necessarily	  designer	  brands.	  This	  was	  different	  from	  what	  I	  learned	  in	  
Britain,	  namely	  that	  designers	  could	  set	  up	  designer	  brands.	  There	  were	  no	  buyer	  
shops	  and	  boutiques,	  like	  those	  of	  IT	  (a	  fashion	  brand	  sells	  designer’s	  brands),	  in	  
the	  market.	  These	  agencies	  were	  customer-­‐oriented	  and	  this	  model	  did	  not	  work	  
for	  my	  brand	  because	  it	  was	  too	  marketable	  and	  have	  no	  designer	  style.	  
	  
S:	  In	  your	  opinion,	  what	  was	  the	  restriction?	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Z:	  There	  was	  no	  restriction	  and	  that	  was	  the	  main	  problem.	  Those	  brands,	  at	  the	  
time,	  were	  in	  the	  market	  place	  like	  today’s	  Zara	  and	  H&M.	  In	  the	  West,	  there	  are	  
designer	  brands	  and	  fast	  fashion,	  but	  not	  in	  China.	  The	  China	  market	  had	  and	  
continues	  to	  have	  various	  brands	  under	  one	  umbrella	  of	  one	  company,	  targeting	  
all	  segmentations	  of	  customer	  levels.	  
	  
S:	  Do	  you	  think	  those	  fashion	  brands	  had	  similar	  style,	  with	  no	  designer	  input	  and	  
expression?	  
	  
Z:	  Yes,	  their	  designs	  looked	  similar.	  Nevertheless,	  there	  were	  some	  alternatives	  and	  a	  
couple	  of	  designer	  brands	  like	  Li	  Oi	  that	  had	  its	  own	  style	  built	  a	  branding	  model	  
in	  the	  market	  gradually.	  In	  2007-­‐2008,	  it	  was	  a	  hard	  time	  to	  plan	  and	  build	  up	  
designer’s	  brand	  in	  China	  although	  there	  were	  many	  overseas	  fashion	  graduates.	  
	  
S:	  But,	  as	  far	  as	  I	  know,	  designers	  like	  Mao	  Jihong	  were	  established	  in	  the	  market,	  
right?	  	  
	  
Z:	  Yes.	  Mao	  Jihong	  is	  from	  an	  older	  generation	  that	  produced	  the	  first	  generation	  of	  
fashion	  graduates	  and	  Mao	  built	  up	  a	  designer	  brand	  successfully.	  He	  is	  the	  one	  
who	  shaped	  the	  system	  of	  designer	  branding	  in	  the	  Chinese	  fashion	  market.	  
	  
S:	  Why	  did	  you	  temporarily	  stop	  production	  in	  2011?	  
	  
Z:	  Yes,	  Vmajor	  had	  stopped	  production	  and	  terminated	  the	  franchise	  in	  the	  market	  
for	  two	  seasons.	  We	  were	  looking	  for	  another	  branding	  method	  until	  2012	  when	  
we	  found	  more	  inspiration	  after	  travelling.	  
	  
S:	  In	  such	  a	  short	  time	  from	  2012	  till	  2014,	  Vmajor	  seems	  to	  have	  established	  its	  own	  
style	  with	  a	  lot	  of	  inspiration;	  what	  do	  you	  think	  about	  this?	  
	  
Z:	  It	  was	  a	  miracle;	  in	  China,	  anything	  can	  happen.	  We	  found	  a	  gap	  in	  the	  market	  that	  
provided	  more	  freedom	  for	  designer	  brands	  and	  our	  business	  model	  was	  
gradually	  set	  up.	  More	  and	  more	  designer	  brands	  and	  boutiques	  are	  adopting	  the	  
brand	  IT’s	  business	  model	  in	  the	  market.	  These	  buyers	  help	  designers’	  brands	  a	  
lot,	  as	  designers	  can	  launch	  their	  seasonal	  collection	  and	  complete	  the	  sales	  
earlier	  and	  this	  helps	  release	  any	  unnecessary	  pressure	  on	  the	  designers.	  
	  
	  
2.	  As	  a	  Chinese	  brand,	  what	  kind	  of	  Chinese	  tropes	  do	  your	  (brand’s)	  designs	  have?	  
Where	  can	  the	  audience	  find	  these	  signs	  from	  brand	  communication?	  
	  
Z:	  In	  the	  early	  stages,	  we	  had	  attempted	  to	  use	  Chinese	  symbols	  in	  designs,	  but	  in	  
fact,	  my	  generation	  is	  already	  westernized	  and	  we	  do	  not	  really	  understand	  the	  
authentic	  Chinese	  culture.	  
	  
S:	  Do	  you	  understand	  the	  meaning	  of	  traditional	  Chinese	  symbols?	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Z:	  Yes,	  I	  understand	  those	  meanings.	  However,	  those	  designs	  did	  not	  work	  for	  my	  
brand	  and	  they	  could	  not	  represent	  my	  ideas	  fully.	  As	  a	  domestic	  Chinese	  
designer,	  I	  find	  it	  strange	  to	  offer	  oriental-­‐style	  designs	  in	  the	  mainland	  market	  
that	  is	  looking	  for	  designs	  from	  other	  cultures.	  
	  
S:	  Do	  these	  designs	  work	  well	  for	  the	  export	  market?	  
	  
Z:	  Yes,	  they	  do.	  Many	  signature	  Chinese	  cultural	  symbols	  like	  the	  dragon	  and	  phoenix	  
are	  popular	  in	  the	  Western	  market.	  The	  popularity	  of	  brand	  Shanghai	  Tang	  shows	  
that	  the	  Western	  market	  is	  curious	  to	  the	  symbols.	  However,	  when	  they	  see	  these	  
Chinese	  symbols	  over	  and	  over	  again,	  even	  more	  often	  than	  the	  Chinese,	  the	  
interest	  of	  the	  Western	  consumers	  in	  these	  designs	  fades	  away.	  
	  
S:	  Have	  you	  tried	  to	  target	  the	  export	  market	  with	  similar	  kinds	  of	  designs?	  
	  
Z:	  Vmajor	  did	  not	  engage	  in	  any	  export	  business	  in	  the	  early	  stages	  until	  the	  brand	  
redeveloped	  to	  another	  business	  model.	  We	  found	  these	  Chinese	  visual	  elements	  
are	  too	  narrow	  for	  surface	  decorating	  purpose.	  Nevertheless,	  if	  we	  look	  at	  the	  
latest	  designer	  brand	  such	  as	  Shang	  Xia,	  which	  embeds	  the	  Chinese	  philosophy	  
and	  some	  Chinese	  cultural	  elements,	  its	  customers	  may	  not	  discover	  these	  
elements	  at	  first	  sight.	  More	  and	  more	  younger	  generations	  of	  Chinese	  designers	  
are	  putting	  efforts	  in	  this	  kind	  of	  design.	  
	  
S:	  How	  do	  you	  present	  your	  idea	  in	  your	  designs?	  For	  instance,	  one	  of	  the	  collections	  
of	  Vmajor	  has	  a	  non-­‐Chinese	  title,	  Neo-­‐Art	  Nouveau,	  so	  in	  what	  way	  is	  your	  idea	  




Z:	  We	  no	  longer	  intend	  to	  use	  Chinese	  tropes	  since	  Vmajor	  redeveloped.	  The	  younger	  
generation	  of	  Chinese	  designers,	  like	  myself,	  are	  westernised	  even	  though	  we	  
grow	  up	  in	  mainland	  China.	  We	  may	  not	  even	  notice	  the	  Chinese	  cultural	  
elements	  that	  we	  embed	  in	  our	  design	  and	  other	  people	  may	  find	  them.	  We	  are	  
not	  particularly	  inclined	  towards	  elements	  from	  the	  Chinese	  culture	  but	  we	  
occasionally	  use	  the	  Chinese	  tropes	  that	  we	  like	  very	  much.	  
	  
S:	  How	  do	  you	  promote	  your	  brand?	  How	  many	  shops	  has	  Vmajor	  established	  now?	  
	  
Z:	  Vmajor	  mainly	  sells	  in	  buyer	  shops	  and	  boutiques;	  there	  more	  than	  20	  shops	  in	  the	  
domestic	  China	  market	  and	  some	  in	  the	  overseas	  market.	  
	  
S:	  How	  do	  you	  sell	  the	  brand	  to	  potential	  buyers?	  
	  
Z:	  Through	  trade	  shows	  and	  showrooms,	  which	  are	  well	  developed	  overseas.	  Vmajor	  
participates	  in	  the	  trade	  show	  in	  Paris	  every	  year;	  we	  make	  appointments	  with	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S:	  Is	  participation	  to	  these	  trade	  shows	  by	  invitation	  only?	  
	  
Z:	  Yes,	  by	  invitation.	  We	  applied	  a	  couple	  of	  times	  to	  participate.	  They	  carefully	  check	  
the	  design	  quality.	  We	  also	  have	  to	  make	  decisions	  about	  the	  choice	  of	  trade	  
shows,	  in	  order	  to	  make	  sure	  the	  market	  of	  the	  customers	  matches	  our	  brand	  
target.	  In	  some	  ways,	  designers	  and	  buyers	  are	  looking	  for	  each	  other.	  	  
	  
For	  promotion	  in	  China,	  there	  is	  a	  host	  of	  social	  media	  channels.	  Some	  buyers	  
contacted	  me	  through	  Weibo.	  The	  trade	  show	  and	  showroom	  system	  in	  China	  is	  
still	  developing.	  
	  
S:	  How	  did	  the	  fashion	  buyers	  and	  IT	  approach	  you?	  
	  
Z:	  IT	  placed	  orders	  with	  Vmajor	  at	  the	  Paris	  trade	  show.	  Nevertheless,	  the	  trade	  show	  
and	  showroom	  system	  in	  China	  is	  developing	  rapidly.	  The	  Shanghai	  trade	  show	  
started	  last	  year,	  and	  they	  were	  expanding	  the	  show	  this	  year.	  A	  well-­‐established	  
fashion	  system	  will	  develop	  in	  China	  in	  a	  matter	  of	  time.	  Although	  the	  designer	  
brand	  market	  in	  China	  is	  still	  not	  as	  stable	  as	  it	  is	  overseas,	  but	  full	  of	  potential.	  
Like	  us,	  the	  younger	  generation	  Chinese	  fashion	  designers	  return	  to	  China	  to	  
develop	  designer	  brand	  in	  different	  cities	  in	  China.	  
	  
S:	  What	  promotional	  items	  are	  used	  at	  the	  trade	  fair?	  
	  
Z:	  We	  published	  a	  product	  catalogue,	  prepared	  a	  look	  book,	  live	  sheets,	  and	  
quotation	  for	  any	  trade	  shows.	  We	  also	  attend	  in	  person,	  as	  this	  is	  very	  important.	  
As	  a	  designer	  brand,	  people	  would	  like	  to	  talk	  to	  the	  designers	  to	  find	  out	  their	  
ideas	  behind	  the	  designs.	  A	  designer	  is	  representing	  a	  brand,	  and	  people	  are	  
interested	  to	  learn	  the	  designer’s	  point	  of	  view	  and	  personal	  values.	  
	  
S:	  So,	  you	  have	  to	  do	  a	  lot	  of	  work	  before	  they	  make	  any	  offer.	  
	  
Z:	  Indeed,	  we	  are	  still	  a	  young	  brand	  in	  the	  overseas	  market.	  Unlike	  the	  signature	  
designer	  brands,	  which	  are	  mostly	  supported	  by	  the	  agents	  who	  take	  care	  of	  
everything	  for	  the	  brands,	  we	  have	  to	  manage	  everything	  ourselves.	  In	  China,	  
communication	  is	  essential.	  
	  
S:	  Has	  Vmajor	  published	  any	  advertising	  in	  the	  overseas	  market?	  
	  	  
Z:	  We	  did	  not	  engage	  in	  any	  Advertising	  overseas.	  We	  hire	  a	  professional	  PR	  agent	  to	  
promote	  our	  brand	  in	  China	  occasionally;	  some	  media	  in	  China	  have	  also	  
approached	  us.	  
	  
S:	  Does	  Vmajor	  have	  an	  account	  on	  Weibo,	  set	  up	  by	  you?	  
	  
Z:	  Yes,	  we	  set	  up	  the	  Weibo	  account,	  but	  the	  buyer	  shops	  also	  help	  to	  set	  up	  
accounts	  for	  brands.	  The	  Chinese	  media	  are	  providing	  huge	  support	  to	  designers	  
brands,	  such	  as	  Oops,	  Bai	  Hua	  (百花),	  Elle,	  etc.	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S:	  Yes,	  I	  know	  a	  Taiwanese	  artist	  had	  worn	  a	  piece	  from	  the	  Vmajor	  collection	  at	  a	  
public	  event	  that	  was	  sponsored	  by	  the	  brand.	  
	  
Z:	  No,	  that	  was	  just	  a	  coincidence.	  Sometimes,	  I	  don’t	  know	  this	  until	  other	  people	  
show	  me	  the	  pictures	  in	  the	  newspaper.	  But,	  some	  artists	  do	  buy	  Vmajor	  items	  in	  
China.	  However,	  Vmajor	  does	  not	  sponsor	  any	  artist	  although	  we	  understand	  this	  
is	  a	  way	  of	  publicising	  our	  designs	  and	  it	  is	  important.	  Designer	  brand	  is	  a	  new	  
concept	  in	  Chin;	  especially	  this	  year,	  everyone	  is	  surprised	  with	  the	  wow	  factor	  in	  
designer	  brands.	  Thus,	  the	  market	  provides	  these	  brands	  a	  lot	  of	  media	  support.	  
	  
S:	  Until	  now,	  do	  you	  think	  Weibo	  is	  the	  most	  effective	  media	  channel?	  
	  
Z:	  Yes,	  it	  works	  well	  for	  a	  while	  with	  other	  social	  media.	  
	  
S:	  Facebook	  is	  banned	  in	  China.	  
	  
Z:	  We	  could	  not	  use	  Facebook	  and	  Twitter	  in	  China,	  but	  we	  use	  them	  overseas;	  we	  
also	  use	  WeChat,	  which	  has	  community	  function	  that	  allows	  us	  to	  forward	  
images,	  videos,	  etc.	  This	  community	  is	  developing	  itself	  and	  expanding	  to	  other	  
media.	  
	  
S:	  Some	  popular	  media	  channels	  are	  accessible	  in	  China	  only	  while	  others	  are	  
normally	  used	  overseas.	  
	  
Z:	  Yes,	  that	  is	  the	  reason	  why	  more	  and	  more	  people	  use	  Instagram.	  
	  
S:	  Yes,	  it	  works	  well	  as	  promotional	  tool	  for	  the	  overseas	  market.	  
	  
	  
3.	  Can	  you	  share	  the	  design	  process	  of	  your	  (brand’s)	  design	  (Chinese	  tropes),	  from	  
inspiration,	  research	  to	  design?	  
	  
Z:	  We	  do	  not	  normally	  come	  up	  with	  a	  title	  before	  designing.	  The	  ideas	  are	  a	  
collection	  from	  memory,	  season	  to	  season.	  For	  instance,	  the	  Paris	  trip	  was	  an	  
inspiration,	  which	  we	  believe	  can	  be	  further	  developed.	  Then,	  we	  start	  searching	  
for	  the	  fabric	  of	  a	  suitable	  color.	  So,	  it	  was	  just	  an	  open	  inspiration	  at	  the	  initial	  
stage,	  expanded	  by	  the	  mix	  and	  match	  of	  different	  potential	  materials.	  We	  pick	  all	  
the	  preferences	  and	  a	  more	  concrete	  topic	  is	  developed.	  The	  next	  step	  is	  to	  start	  
with	  an	  item	  of	  fashion	  clothing,	  such	  as	  a	  jacket;	  then,	  other	  ideas	  of	  items	  are	  
previewed	  to	  match	  the	  jacket	  with	  adjustment.	  On	  some	  occasions,	  we	  found	  the	  
final	  outcomes	  were	  totally	  different	  from	  what	  we	  planned	  in	  the	  first	  place.	  
	  
S:	  How	  do	  you	  start	  your	  inspiration?	  Do	  you	  get	  ideas	  from	  visual	  elements	  or	  from	  
text?	  
	  
Z:	  We	  get	  ideas	  normally	  from	  images	  and	  fabrics,	  and	  never	  from	  text.	  Sometimes,	  
inspiration	  comes	  from	  music.	  It	  is	  hard	  for	  designers	  to	  start	  an	  idea	  from	  a	  text	  
and	  present	  it	  in	  text	  format,	  especially	  since	  design	  is	  a	  kind	  of	  an	  abstract	  art.	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S:	  How	  about	  the	  collection	  named	  Neo-­‐Art	  Nouveau?	  Was	  it	  inspired	  by	  the	  trip	  to	  
Paris?	  
	  
Z:	  Yes,	  I	  got	  the	  inspiration	  from	  a	  church	  in	  Paris.	  Then,	  I	  obtained	  more	  images	  of	  
Art	  Nouveau	  and	  the	  information	  and	  items	  related	  to	  that	  decade.	  Usually,	  we	  
start	  the	  ideas	  with	  fabrics	  and	  textures	  from	  all	  over	  the	  world.	  Luckily,	  I	  receive	  
help	  from	  the	  Hong	  Kong	  agents,	  who	  source	  various	  fabrics	  after	  we	  have	  seen	  
them	  in	  trade	  shows.	  
	  
S:	  Have	  you	  sourced	  fabrics	  and	  textures	  from	  mainland	  China?	  
	  
Z:	  Yes,	  we	  started	  to	  source	  raw	  materials	  like	  cotton	  and	  silk	  and	  redeveloped	  them	  
in	  mainland	  China.	  This	  procedure	  would	  need	  to	  work	  with	  factories.	  For	  
example,	  we	  produced	  a	  new	  material	  for	  the	  Woolmark	  competition.	  It	  was	  a	  
great	  experience,	  as	  it	  was	  my	  first	  experience	  with	  a	  task	  like	  this.	  We	  started	  
from	  scratch,	  developed	  the	  raw	  material,	  wool,	  to	  a	  new	  fabric,	  which	  received	  
awards	  in	  Japan.	  Since	  then,	  my	  confidence	  increased	  and	  I	  found	  it	  meaningful	  to	  
start	  a	  collection	  from	  scratch.	  The	  designers	  usually	  need	  to	  make	  compromises	  
to	  meet	  client	  demands	  in	  the	  industry;	  however,	  the	  satisfaction	  is	  great	  and	  the	  
feeling	  is	  amazing	  when	  designers	  are	  given	  100%	  freedom	  to	  express	  their	  
creativity.	  
	  
	   More	  and	  more	  passionate	  designers	  and	  brands	  are	  emerging	  in	  China,	  and	  the	  
whole	  manufacturing	  system	  is	  upgrading;	  this	  helps	  many	  Chinese	  designers.	  
China	  has	  had	  a	  bad	  reputation	  in	  the	  world	  for	  its	  cheap	  labour,	  mass	  production,	  
and	  poor	  quality.	  Now	  we	  can	  see	  the	  shift	  to	  high-­‐end	  products,	  which	  present	  
the	  heritage	  in	  a	  more	  subtle	  way.	  More	  importantly,	  the	  manufacturers	  are	  
willing	  to	  help	  designers,	  something	  that	  would	  never	  ever	  happen	  a	  few	  years	  
ago.	  At	  that	  time,	  their	  decisions	  were	  based	  on	  the	  potential	  orders	  that	  could	  be	  
fulfilled	  from	  the	  designs.	  We	  cannot	  say	  the	  situation	  is	  completely	  different	  
now,	  but	  at	  least	  some	  of	  them	  are	  willing	  to	  work	  with	  designers.	  I	  believe	  this	  
would	  be	  the	  trend	  of	  co-­‐operation	  between	  manufacturers	  and	  designers	  from	  
now	  on.	  
	  
S:	  What	  kinds	  of	  raw	  materials	  are	  solely	  from	  China?	  
	  
Z:	  Mainly	  silk,	  linen,	  and	  cotton.	  Many	  of	  the	  raw	  materials	  come	  from	  China	  in	  
summer.	  Silk	  and	  linen	  are	  Chinese	  heritage,	  especially	  silk	  from	  Zhe	  Jiang	  (浙江).	  
	  
S:	  How	  about	  pattern	  cutting?	  
	  
Z:	  For	  the	  oversize	  style,	  we	  do	  not	  have	  particular	  pattern	  cutting	  for	  Asian	  or	  non-­‐
Asian	  fitting.	  For	  the	  tight	  style,	  around	  20%	  in	  total,	  we	  prepare	  two	  sets	  of	  
patterns.	  We	  adjust	  the	  sizes	  for	  different	  markets	  but	  retain	  the	  same	  shape	  of	  
the	  original	  designs.	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4.	  Who	  is	  the	  targeted	  market	  of	  your	  brand?	  Do	  you	  think	  the	  brand	  also	  fits	  in	  the	  
overseas	  market?	  Why?	  	  
	  
Z:	  We	  are	  surprised	  to	  learn	  that	  the	  China	  market	  is	  more	  open	  than	  the	  Western	  
market,	  which	  is	  more	  conservative.	  Designer	  brands	  are	  received	  wholeheartedly	  
in	  the	  China	  market,	  but	  the	  age	  segmentation	  for	  Vmajor	  is	  blurry,	  ranging	  from	  
teenagers	  to	  mature	  customers.	  It	  is	  all	  depends	  on	  how	  they	  mix	  and	  match	  the	  
clothes.	  The	  reason	  could	  be	  that	  China	  is	  developing	  and	  anything	  is	  possible.	  
	  
S:	  What	  do	  you	  mean	  when	  you	  say	  the	  Western	  market	  is	  conservative?	  
	  
Z:	  Their	  system	  is	  well	  developed,	  and	  there	  are	  many	  designers	  in	  their	  market.	  The	  
buyers	  would	  go	  for	  designs	  that	  have	  a	  unique	  selling	  point	  and	  are	  totally	  new	  in	  
market	  and	  stand	  out	  from	  the	  others.	  It	  is	  hard	  to	  reach	  that	  level	  and	  this	  
Western	  market	  group	  knows	  very	  well	  what	  it	  wants.	  Nevertheless,	  once	  you	  
gain	  a	  hold	  over	  this	  target	  group,	  it	  shows	  loyalty	  to	  your	  brand.	  Also,	  this	  is	  
totally	  different	  from	  the	  China	  market,	  which	  is	  changing	  all	  the	  time	  with	  low	  
brand	  loyalty.	  The	  Chinese	  have	  different	  preferences	  everyday	  even	  the	  target	  
groups	  with	  similar	  preference.	  
	  
S:	  In	  some	  ways,	  should	  a	  brand	  be	  more	  open	  in	  style	  and	  creativity?	  
	  
Z:	  Yes,	  we	  get	  feedback	  from	  the	  market.	  For	  instance,	  we	  received	  customer	  
feedback	  for	  more	  colorful	  designs,	  which	  indeed	  became	  very	  popular	  after	  
refinement.	  Eye-­‐catching	  design	  is	  the	  key	  element	  for	  the	  China	  market,	  
particularly	  for	  the	  new	  segment	  of	  luxury	  Chinese	  consumers	  who	  are	  seeking	  
other	  people’s	  attention	  and	  these	  designs	  reflect	  the	  value	  of	  the	  designers.	  In	  
my	  opinion,	  this	  is	  a	  phenomenon	  in	  the	  current	  China	  market,	  which	  will	  develop	  
into	  a	  mature	  market	  in	  the	  future	  and	  customers	  will	  be	  more	  aware	  of	  what	  
they	  want.	  
	  
S:	  Are	  these	  kinds	  of	  customers	  good	  for	  your	  brand	  development,	  as	  you	  can	  try	  
different	  styles	  and	  designs?	  
	  
Z:	  Yes,	  but	  sometimes	  it	  is	  hard	  to	  catch	  what	  they	  wanted.	  
	  
	  
5.	  What	  identity	  (brand	  image)	  does	  you/your	  brand	  would	  build	  up	  to	  the	  public?	  
	  
Z:	  We	  would	  like	  to	  build	  up	  a	  womenswear	  line	  with	  a	  neutral	  and	  muscular	  
character,	  using	  menswear	  pattern	  cutting.	  There	  are	  many	  brands	  offering	  
feminine	  style	  items	  in	  the	  China	  market.	  We	  want	  to	  create	  a	  tough	  image	  for	  
the	  Chinese	  women	  who	  are	  taking	  on	  more	  and	  more	  important	  roles	  in	  China.	  
These	  ladies	  are	  taking	  care	  of	  their	  family	  and	  are	  in	  charge	  at	  their	  work	  place,	  
so	  they	  should	  be	  respected.	  The	  softer	  elements	  are	  present	  in	  the	  details	  of	  our	  
designs	  giving	  a	  soft	  character	  to	  the	  womenswear	  for	  modern	  Chinese	  women.	  
	  
S:	  Which	  cities	  in	  China	  do	  these	  modern	  Chinese	  ladies	  come	  from?	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Z:	  The	  ladies	  from	  the	  middle	  class	  live	  in	  the	  first-­‐tier	  cities	  in	  China.	  They	  are	  
culturally	  influenced	  by	  the	  West	  and	  express	  a	  special	  attitude.	  Vmajor	  applies	  a	  
different	  color	  tone	  to	  build	  up	  the	  richness	  of	  diversity	  in	  our	  designs,	  especially	  
the	  60s	  and	  70s’	  vintage,	  inspired	  by	  the	  pieces	  in	  Portobello	  market	  in	  London	  
(where	  I	  studied),	  play	  a	  key	  role	  in	  every	  collection.	  I	  found	  many	  inspirations	  from	  
the	  60s	  that	  had	  have	  led	  to	  different	  cultural	  movements	  in	  that	  period	  of	  time.	  
	  
S:	  How	  do	  you	  design	  the	  surface	  pattern	  and	  the	  decorations	  on	  fabric,	  like	  the	  
Japanese	  pattern	  from	  the	  collection	  of	  last	  season?	  
	  
Z:	  That	  was	  inspired	  by	  Art	  Nouveau	  that	  was	  influenced	  by	  the	  Orient,	  such	  as	  the	  
Chinese	  ceramic	  and	  the	  Japanese	  kimono	  pattern.	  We	  redeveloped	  the	  pattern	  
based	  on	  the	  inspiration	  and	  put	  them	  into	  details	  for	  decoration.	  This	  practice	  
was	  popular	  in	  the	  period	  of	  Art	  Nouveau	  as	  a	  decoration	  movement.	  The	  
collection	  is	  detail	  oriented;	  we	  used	  the	  fabric,	  textile,	  and	  overall	  color	  tone	  of	  
that	  decade	  to	  create	  the	  visual	  elements.	  
	  
S:	  Does	  Vmajor	  produce	  womenswear	  only?	  Will	  you	  expand	  the	  brand	  to	  shoes	  and	  
other	  Fashion	  accessories?	  
	  
Z:	  Vmajor	  is	  expanding	  its	  product	  category	  to	  those	  items.	  We	  have	  received	  
customers’	  comments	  on	  how	  they	  mix	  and	  match	  with	  our	  collection.	  
Sometimes,	  we	  need	  to	  match	  accessories	  for	  fashion	  shows.	  We	  have	  some	  ideas	  
on	  bags	  at	  the	  moment;	  and	  shoes	  would	  be	  the	  next	  item.	  As	  we	  understand	  
more	  about	  the	  DNA	  of	  our	  brand	  and	  what	  we	  want	  to	  present	  in	  the	  market,	  we	  
could	  expand	  into	  menswear	  in	  the	  near	  future.	  At	  the	  end,	  my	  goal	  is	  to	  develop	  
Vmajor	  as	  a	  lifestyle	  designer	  brand	  that	  represents	  a	  culture	  with	  influential	  
power.	  We	  may	  need	  to	  co-­‐create	  with	  designers	  from	  other	  disciplines	  who	  hold	  
similar	  values	  in	  life.	  
	  
S:	  How	  about	  your	  own	  brand	  shop?	  
	  
Z:	  We	  hope	  to	  establish	  our	  shop	  in	  the	  next	  few	  years	  but	  only	  when	  we	  find	  the	  
right	  location	  and	  environment	  with	  everything	  ready.	  
	  
S:	  Do	  you	  want	  Vmajor	  to	  become	  a	  famous	  brand	  overseas?	  
	  
Z:	  Not	  necessarily	  famous,	  but	  an	  international	  brand,	  which	  was	  our	  brand	  
positioning	  in	  the	  beginning.	  We	  would	  like	  to	  become	  an	  influential	  designer	  
brand	  with	  a	  reputation	  that	  helps	  business	  development.	  It	  would	  be	  nice	  to	  get	  
support	  from	  celebrities	  from	  cities	  like	  Beijing	  and	  Shanghai.	  But,	  we	  are	  still	  is	  a	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6.	  Can	  you	  share	  you/your	  brand	  designer’s	  design	  training	  and	  work	  experience	  in	  
relation	  to	  Chinese	  culture?	  	  
	  
Z:	  I	  was	  born	  in	  Hunan	  (湖南).	  During	  my	  childhood,	  the	  Chinese	  open	  policy	  was	  
implemented.	  I	  grew	  up	  and	  stayed	  in	  that	  small	  city	  for	  six	  years;	  then,	  I	  moved	  
to	  Changsha	  (⻓长沙)	  (the	  capital	  of	  Hunan	  Province)	  for	  another	  six	  years	  because	  
my	  parents	  had	  to	  relocate	  for	  professional	  reasons.	  My	  whole	  family	  moved	  to	  
Shenzhen	  (深圳)	  when	  I	  was	  12.	  I	  learned	  Cantonese	  (a	  dialect	  in	  southern	  China)	  
at	  that	  time	  and	  was	  greatly	  influenced	  by	  southern	  China,	  as	  well	  as	  Japan	  and	  
Taiwan.	  We	  stayed	  in	  Shenzhen	  for	  six	  years	  and	  I	  went	  to	  London	  when	  I	  was	  18	  
years	  old	  for	  high	  school	  studies.	  As	  a	  teenager,	  I	  think	  it	  was	  the	  time	  in	  London,	  
an	  international	  city	  with	  an	  open	  mind-­‐set	  that	  built	  up	  my	  life	  values.	  	  	  
	  
S:	  Did	  you	  pick	  London	  by	  yourself?	  
	  
Z:	  Yes,	  I	  did.	  My	  typical	  impression	  of	  London	  was	  that	  it	  was	  a	  city	  with	  culture,	  fun,	  
and	  gentlemen	  around.	  However,	  I	  found	  that	  London	  is	  actually	  a	  rock-­‐n-­‐roll	  city	  
with	  all	  kinds	  of	  different	  things.	  I	  had	  various	  life	  experiences	  in	  all	  these	  cities.	  
Shenzhen	  was	  developing	  when	  I	  lived	  there.	  It	  was	  an	  amazing	  city	  and	  many	  
things	  were	  happening	  there	  in	  a	  short	  period	  of	  time.	  I	  believed	  all	  these	  had	  great	  
influence	  on	  designers	  of	  our	  generation	  and	  inspired	  us	  to	  experiment	  more	  with	  
the	  designs,	  which	  would	  diversify.	  I	  am	  not	  sure	  the	  designers	  in	  Shenzhen	  may	  
have	  various	  characters	  since	  I	  left	  eight	  years	  ago.	  In	  fact,	  many	  families	  are	  
moving	  between	  cities	  and	  towns	  in	  China.	  
	  
S:	  Do	  you	  have	  any	  friends,	  as	  you	  grew	  up	  in	  more	  than	  one	  city	  or	  town?	  
	  
Z:	  Yes,	  I	  have.	  I	  have	  friends	  living	  in	  various	  cities.	  I	  received	  the	  updated	  news	  since	  
the	  early	  80s	  to	  the	  90s	  from	  Hong	  Kong	  that	  produced	  TV	  programmes	  and	  
established	  English	  channels	  like	  Pearl.	  We	  were	  growing	  up	  with	  the	  Hong	  Kong	  
television	  programmes	  from	  channels	  likes	  Television	  Broadcasting	  Company	  
(TVB)	  and	  Asia	  Television	  Company	  (ATV).	  Shenzhen	  is	  comparatively	  more	  open	  
than	  the	  other	  cities	  in	  China.	  
	  
I	  moved	  to	  London	  and	  started	  with	  the	  A-­‐level	  study,	  and	  continued	  my	  study	  
with	  a	  three-­‐year	  Bachelor’s	  degree	  in	  fashion	  from	  the	  London	  College	  of	  
Fashion.	  I	  stayed	  in	  London	  for	  seven	  years	  in	  total.	  
	  
S:	  Do	  you	  have	  any	  work	  experience	  in	  London	  like	  other	  Chinese	  designers	  such	  as	  
Masha	  Ma?	  
	  
Z:	  My	  generation	  is	  a	  few	  years	  older	  than	  that	  of	  Masha	  Ma.	  I	  stayed	  in	  London	  and	  
tried	  to	  apply	  for	  jobs	  for	  a	  while	  after	  I	  graduated	  in	  2007;	  however,	  the	  student	  
visa	  has	  many	  restrictions	  and	  it	  was	  not	  easy	  to	  apply	  for	  a	  work	  permit	  or	  set	  up	  
a	  design	  business	  at	  that	  time.	  Many	  Chinese	  designers	  based	  in	  London	  moved	  to	  
China	  by	  the	  time	  I	  moved	  back	  to	  China	  and	  this	  phenomenon	  peaked	  in	  2011–
2012.	  Indeed,	  this	  is	  related	  to	  the	  development	  of	  the	  entire	  country.	  The	  open	  
policy	  has	  generated	  many	  opportunities	  for	  the	  development	  of	  the	  younger	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generation	  of	  Chinese	  fashion	  designers.	  
	  
S:	  Are	  you	  among	  the	  first	  few	  groups	  of	  Chinese	  fashion	  designers	  educated	  in	  
London?	  Many	  young	  generations	  of	  Chinese	  fashion	  designers	  emphasise	  their	  
overseas	  education,	  in	  particular	  Central	  St.	  Martins	  or	  London,	  in	  their	  biography.	  
Do	  you	  think	  this	  would	  enhance	  the	  brand’s	  persuasion?	  What	  is	  your	  opinion	  of	  
this?	  
	  
Z:	  Yes,	  this	  would	  enhance	  the	  brand’s	  persuasion	  to	  customers.	  However,	  it	  is	  
overwhelming	  in	  the	  market	  now.	  I	  may	  be	  the	  first	  generation	  of	  Chinese	  fashion	  
designers	  educated	  in	  Europe	  whilst	  my	  partner	  studied	  Graphic	  design	  in	  
Camberwell	  College	  of	  Arts.	  There	  were	  only	  one	  or	  two	  mainland	  Chinese	  
students	  in	  the	  College	  when	  I	  studied	  there,	  but	  the	  numbers	  dramatically	  
increased	  by	  the	  time	  I	  graduated.	  Furthermore,	  the	  overseas	  colleges	  have	  direct	  
enrolment	  in	  mainland	  China	  as	  more	  and	  more	  younger	  generations	  would	  like	  
to	  study	  design	  overseas.	  Vmajor	  is	  in	  a	  good	  shape	  and	  has	  been	  developing,	  
providing	  a	  model	  that	  has	  encouraged	  many	  young	  generations	  to	  set	  goals	  for	  
their	  future.	  
	  
S:	  Do	  you	  think	  it	  is	  better	  for	  overseas-­‐educated	  Chinese	  fashion	  designers	  to	  
establish	  themselves	  before	  they	  return	  to	  China?	  
	  
Z:	  This	  is	  all	  depends	  on	  how	  designers	  position	  themselves	  and	  how	  they	  would	  like	  
to	  develop	  their	  brand.	  It	  is	  good	  if	  they	  could	  establish	  themselves	  overseas	  and	  
follow	  the	  system	  there;	  however,	  they	  have	  to	  face	  a	  competitive	  market.	  For	  
instance,	  there	  are	  many	  designers	  and	  all	  kinds	  of	  talents	  in	  London.	  Chinese	  
designers	  may	  have	  to	  try	  many	  different	  opportunities.	  In	  my	  experience,	  I	  am	  
glad	  I	  learned	  a	  lot	  from	  different	  Chinese	  brands	  after	  my	  return.	  Especially,	  it	  is	  
very	  convenient	  to	  source	  materials	  and	  ensure	  production	  in	  China	  for	  a	  start-­‐up	  
business.	  I	  also	  appreciate	  the	  life	  experiences	  in	  both	  London	  and	  Shenzhen,	  and	  
my	  brand	  can	  also	  participate	  in	  trade	  shows	  in	  Europe.	  In	  fact,	  more	  and	  more	  
designers	  are	  setting	  up	  their	  own	  businesses	  in	  China.	  So,	  there	  is	  no	  standard	  
route	  of	  success	  for	  overseas-­‐educated	  Chinese	  fashion	  designers.	  It	  is	  a	  game	  of	  
balance	  that	  designers	  should	  plan	  well	  for	  themselves.	  
	  
S:	  Are	  you	  planning	  to	  start	  your	  brand	  in	  Shanghai	  or	  Beijing?	  
	  
Z:	  Many	  people	  ask	  me	  this	  question.	  I	  had	  this	  idea	  once;	  however,	  Shenzhen	  is	  my	  
hometown	  and	  I	  understand	  well	  the	  system	  of	  sourcing	  and	  production,	  as	  I	  have	  
had	  work	  experience	  in	  Shenzhen	  before	  I	  started	  my	  business.	  The	  experience	  
gained	  from	  the	  early	  years	  in	  2008	  also	  helped	  us	  in	  the	  redevelopment	  of	  the	  
brand.	  In	  addition,	  I	  do	  not	  think	  there	  is	  any	  geographical	  problem	  as	  
transportation	  is	  convenient	  now.	  The	  whole	  team	  travels	  to	  other	  cities	  like	  
Beijing	  and	  Shanghai	  for	  seven-­‐day	  trips.	  I	  would	  say	  convenience	  in	  production	  is	  
the	  key	  aspect	  for	  my	  brand	  in	  Shenzhen.	  
	  
S:	  Do	  you	  agree	  good	  connection	  is	  important	  for	  running	  a	  business	  in	  China?	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Z:	  Yes,	  I	  agree.	  But,	  media	  sources	  are	  mainly	  in	  Shanghai	  and	  Beijing.	  
	  
S:	  In	  your	  opinion,	  do	  you	  think	  the	  China	  market	  would	  accept	  designers	  from	  
outside	  China?	  Especially	  when	  we	  see	  the	  standard	  of	  Chinese	  fashion	  designers	  
rising	  to	  the	  international	  level.	  
	  
Z:	  I	  think	  the	  China	  market	  is	  wide	  open	  and	  there	  are	  many	  buyers	  ordering	  the	  
European	  brands.	  These	  brands	  may	  not	  find	  a	  right	  agent	  and	  PR	  in	  China	  to	  
publish	  their	  brand.	  There	  are	  some	  exceptions	  of	  some	  well-­‐known	  designers	  
from	  outside	  China	  who	  are	  well	  established	  in	  China	  such	  as	  Alexander	  Wang,	  
who	  is	  of	  Chinese	  origin,	  so	  this	  would	  be	  an	  advantage	  for	  the	  brand	  to	  develop	  
in	  China.	  The	  brand	  was	  already	  successful	  before	  entering	  the	  China	  market.	  
Other	  comparatively	  not	  well-­‐known	  overseas	  designers	  would	  need	  form	  
networks	  in	  China	  to	  help	  their	  brand	  promotion.	  
	  
S:	  Compared	  to	  other	  overseas	  designer	  brands,	  do	  you	  think	  Vmajor	  has	  the	  same	  
quality	  in	  design	  and	  production?	  
	  
Z:	  Absolutely,	  Vmajor	  has	  the	  quality	  of	  international	  standard.	  It	  all	  depends	  on	  the	  
mind-­‐set	  of	  the	  designers	  and	  how	  they	  plan	  for	  their	  brand.	  Vmajor	  is	  doing	  well	  in	  
China	  so	  far.	  
	  
	  
7.	  How	  do	  you	  (as	  brand	  designer/representative)	  determine	  ‘country	  of	  origin’	  of	  
Chinese	  brand?	  	  
For	  examples:	  
1)	  Where	  the	  raw	  materials	  are	  sourced	  
2)	  Where	  the	  product	  is	  designed	  
3)	  Where	  manufacturing	  takes	  place	  
4)	  Where	  a	  final	  assembly	  is	  completed	  
5)	  Where	  the	  company	  is	  incorporated	  (brand	  starts	  up	  location)	  
6)	  The	  origins	  of:	  the	  brand	  entrepreneurs,	  operators	  and	  designers	  
7)	  The	  level	  of	  Chinese	  cultural	  knowledge	  (from	  training,	  life	  and	  work	  experience)	  
8)	  Others	  	  
	  
Z:	  The	  majority	  of	  the	  customers	  look	  at	  the	  place	  of	  production.	  The	  location	  of	  
production	  can	  project	  the	  quality	  of	  the	  brand	  and	  influence	  the	  customers’	  
impression	  of	  the	  product.	  If	  the	  products	  of	  a	  brand	  state	  “Made	  in	  Italy”,	  
customers	  would	  expect	  high-­‐end	  products	  with	  high	  quality.	  Nevertheless,	  China	  
is	  producing	  good	  quality	  products	  nowadays.	  
	  
I	  do	  not	  think	  where	  the	  product	  is	  designed	  is	  an	  issue.	  A	  decade	  ago,	  a	  few	  
Chinese	  brands	  registered	  their	  brand	  names	  using	  Italian	  brand	  names,	  
something	  the	  Chinese	  consumers	  found	  weird	  and	  they	  may	  have	  wanted	  to	  
trick	  the	  customers	  into	  thinking	  these	  brands	  were	  from	  Italy.	  However,	  this	  
method	  did	  not	  work.	  In	  contrast,	  the	  reputation	  of	  these	  brands	  declined	  among	  
the	  customers.	  I	  do	  not	  think	  this	  is	  a	  good	  branding	  practice,	  as	  customers	  would	  
get	  information	  through	  the	  Internet	  and	  other	  media.	  Now,	  it	  is	  not	  necessary	  for	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Chinese	  brands	  to	  have	  English	  names.	  More	  and	  more	  people	  from	  different	  
parts	  of	  the	  world	  are	  getting	  curious	  about	  the	  things	  happening	  in	  China,	  as	  it	  is	  
rapidly	  changing	  and	  full	  of	  possibilities.	  
	  
S:	  What	  do	  you	  think	  about	  the	  famous	  brands	  that	  are	  being	  manufactured	  in	  
China?	  Can	  we	  regard	  them	  as	  brands	  from	  China?	  
	  
Z:	  I	  do	  not	  think	  so.	  For	  instance,	  Zara’s	  products	  are	  manufactured	  in	  China	  but	  I	  
know	  where	  Zara	  originates	  from.	  In	  some	  way,	  fashion	  is	  a	  globalised	  business.	  I	  
may	  source	  my	  fabrics	  from	  Japan	  or	  Italy.	  It	  is	  a	  business	  of	  different	  
combinations.	  
	  
S:	  Do	  you	  think	  the	  education	  and	  life	  or	  work	  experience	  of	  a	  designer	  are	  key	  
elements?	  
	  
Z:	  Yes.	  A	  modern	  Chinese	  brand	  has	  an	  international	  signature	  with	  no	  geographical	  
boundary,	  especially	  a	  designer	  brand;	  you	  can	  develop	  your	  brand	  in	  any	  place	  
that	  embrace	  the	  same	  values.	  This	  is	  exactly	  what	  I	  get	  from	  London,	  as	  it	  has	  an	  
open-­‐mind	  concept.	  
	  
S:	  What	  is	  your	  view	  about	  Chinese	  designs?	  
	  
Z:	  We	  are	  all	  waiting	  to	  see	  whether	  Chinese	  designers	  can	  reach	  an	  international	  
standard.	  It	  is	  good	  to	  see	  that	  more	  and	  more	  younger	  generation	  Chinese	  
fashion	  designers	  are	  getting	  opportunities	  in	  overseas	  trade	  shows	  now.	  The	  rise	  
of	  Chinese	  designs,	  like	  the	  design	  revolution	  in	  Japan,	  brings	  up	  a	  large	  group	  of	  
designers.	  I	  am	  sure	  one	  or	  more	  Chinese	  designers	  even	  from	  a	  younger	  
generation	  will	  stand	  out	  in	  international	  stage	  in	  five	  to	  ten	  years’	  time.	  This	  
younger	  generation	  born	  in	  the	  90s’	  will	  have	  been	  totally	  globalised	  through	  the	  
Internet,	  new	  media,	  and	  mew	  technologies.	  Their	  designs	  are	  so	  different	  from	  
those	  of	  their	  counterparts	  from	  the	  older	  generation.	  They	  act	  as	  individual	  
designers	  and	  don’t	  need	  a	  base	  in	  one	  particular	  place	  like	  London	  or	  Paris	  for	  
their	  Fashion	  brand	  development.	  
	  	  
So,	  a	  Chinese	  brand	  could	  become	  an	  international	  brand,	  regardless	  of	  where	  the	  
brand	  originates.	  This	  practice	  is	  prevalent	  in	  Paris,	  where	  designers	  establish	  
their	  brands	  in	  Australia	  and	  other	  locations.	  Brand	  design	  is	  a	  key	  element,	  
encompassing	  the	  brand	  DNA	  and	  brand	  philosophy,	  that	  is	  seen	  as	  the	  brand’s	  
signature.	  It	  is	  true	  that	  many	  people	  are	  looking	  into	  Chinese	  designs	  and	  
expecting	  some	  excitement	  and	  I	  believe	  Chinese	  designers	  can	  be	  a	  success	  in	  
the	  international	  market.	  
	  
S:	  What	  is	  your	  view	  about	  domestic	  Chinese	  designers	  who	  have	  not	  received	  any	  
education	  overseas?	  Such	  as	  Wang	  Yi-­‐yang,	  a	  local	  Chinese	  designer	  who	  studied	  
in	  mainland	  China	  only.	  
	  
Z:	  Wang	  Yi-­‐yang	  is	  a	  mature	  designer	  and	  has	  done	  really	  well	  and	  is	  highly	  
respected.	  His	  brand	  attracts	  younger	  Chinese	  customers	  with	  its	  design-­‐oriented	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and	  fun	  products.	  He	  has	  established	  a	  substantial	  customer	  base	  that	  supports	  
his	  brand.	  I	  believe	  his	  business	  sense	  stems	  from	  his	  experience	  in	  the	  China	  
market	  for	  many	  years.	  Also,	  he	  works	  with	  a	  team	  of	  young	  designers	  who	  have	  
studied	  abroad	  to	  gain	  valuable	  ideas	  and	  views	  on	  developing	  the	  business	  
model.	  So,	  the	  Chinese	  designers	  in	  modern	  China	  today	  are	  presenting	  
themselves	  as	  individuals	  and	  their	  designs	  are	  projecting	  their	  daily	  life	  and	  life	  
experiences.	  The	  Buddha,	  dragon	  and	  phoenix	  will	  rarely	  been	  seen	  in	  the	  coming	  
future.	  
	  
S:	  Thank	  you	  for	  your	  help	  and	  your	  participation	  to	  this	  interview.	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Interview	  Transcriptions	  
Case	  03	  	  
	  
Brand:	  Shanghai	  Tang	  (SAR	  –	  Hong	  Kong)	  
Interviewee:	  	   *Anonymous	  (Shanghai	  Tang,	  ex	  Chief	  Home	  Designer)	  (2001-­‐2011)	  
Interviewer:	  	   Wong	  (Peach)	  Kwok-­‐kei	  (Sandra),	  Research	  student,	   	   	  
	   	   London	  College	  of	  Communication	  
Format:	  	   Face-­‐to-­‐face	  (Audio-­‐recorded	  with	  spoken	  Cantonese	  and	  reproduced	  	  
	   	   into	  written	  English	  text)	  
Date:	  	   	   26/11/2014	  
Time:	  	   	   5.20pm	  -­‐	  6.50pm	  
Location:	  	   *Anonymous,	  Hong	  Kong	  
	  
Questions	  	  
1.	  As	  a	  Chinese	  brand,	  how	  do	  you	  define	  the	  Chinese	  tropes	  from	  your	  (brand’s)	  
designs?	  	  
	  
A:	  Shanghai	  Tang	  designs	  started	  from	  tailoring	  and	  provided	  limited	  edition	  items.	  
With	  reference	  to	  the	  products	  from	  the	  China	  Club	  (a	  fine-­‐dining	  restaurant	  
founded	  by	  David	  Tang),	  Shanghai	  Tang	  had	  designed	  some	  similar	  items	  like	  
ashtrays	  and	  silverware,	  according	  to	  Mr.	  Tang’s	  preference.	  Some	  were	  vintage	  
items	  sourced	  from	  Britain	  while	  others	  were	  reproduced.	  The	  majority	  of	  the	  
products	  were	  made	  in	  Europe.	  Just	  like	  the	  silverware	  sold	  in	  Mr.	  Tang’s	  new	  
shop	  “Tang	  Tang	  Tang	  Tang”,	  most	  of	  the	  products	  were	  vintage	  pieces	  sourced	  
from	  Britain	  and	  Europe.	  
	  
S:	  So,	  such	  silverware	  is	  not	  made	  in	  China?	  
	  
A:	  Mr.	  Tang’’s	  vision	  is	  to	  bring	  in	  the	  Chinese	  attributes	  like	  those	  in	  Shanghai	  in	  the	  
20s’	  where	  many	  overseas	  export	  products	  presented	  a	  style	  of	  East	  meets	  West	  
and	  Art	  Deco	  mixed	  with	  Chinese	  elements.	  For	  various	  reasons,	  Mr.	  Tang’	  sold	  
Shanghai	  Tang	  to	  Richemont	  group	  and	  the	  changes	  were	  revealed.	  I	  joined	  
Shanghai	  Tang	  right	  at	  that	  time.	  
	  
S:	  Shanghai	  Tang	  sells	  products	  marked	  by	  contemporary	  Chinese	  elements	  (Chinese	  
pattern	  and	  dragon,	  etc.)	  since	  1994.	  But,	  at	  the	  same	  time,	  we	  also	  found	  that	  
pattern	  cutting	  in	  fashion	  shifted	  to	  a	  Western	  style.	  What	  is	  your	  view	  of	  this?	  
	  
A:	  The	  brand	  vision	  has	  changed	  since	  the	  management	  change.	  The	  new	  
management	  viewed	  Shanghai	  Tang	  as	  an	  upmarket	  Chinese	  department	  store.	  In	  
fact,	  the	  first	  Shanghai	  Tang	  store	  in	  New	  York	  was	  closed	  in	  a	  short	  time.	  This	  
happened	  because	  X	  was	  too	  ambitious	  and	  sold	  only	  Chinese	  clothing	  and	  a	  few	  
pieces	  of	  silverware.	  As	  we	  know,	  New	  Yorkers	  are	  not	  into	  this	  style	  and	  this	  is	  
rarely	  endorsed	  by	  the	  celebrities.	  Chinese	  consumers	  themselves	  wear	  Chinese	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S:	  There	  is	  some	  confusion	  regarding	  the	  target	  customers	  of	  Shanghai	  Tang.	  Does	  
Shanghai	  Tang	  target	  the	  Western	  market?	  
	  
A:	  Not	  exactly.	  My	  view	  is	  the	  Hong	  Kong	  people	  admire	  overseas	  brands.	  They	  have	  
a	  buya	  (prejudice)	  to	  Shanghai	  Tang,	  assuming	  that	  this	  local	  brand	  is	  cheating	  
Western	  consumers	  with	  some	  nicely	  wrapped	  Chinese	  goods.	  
	  
S:	  Do	  you	  mean	  the	  luxury	  consumers?	  
	  
A:	  No.	  I	  meant	  the	  consumers	  in	  Hong	  Kong	  people	  had	  this	  impression	  of	  Shanghai	  
Tang.	  For	  instance,	  when	  I	  was	  interviewing	  candidates	  for	  different	  positions	  at	  
Shanghai	  Tang	  and	  asked	  them	  about	  their	  opinions	  of	  Shanghai	  Tang,	  I	  got	  a	  
prejudiced	  reply.	  They	  thought	  the	  brand	  targeted	  Western	  people	  with	  colorful	  
products	  like	  those	  in	  Chinese	  department	  stores.	  They	  had	  never	  visited	  
Shanghai	  Tang	  before.	  Sometimes,	  I	  asked	  them	  to	  visit	  the	  shop	  and	  return	  for	  a	  
second	  interview.	  They	  were	  surprised	  to	  find	  out	  that	  Shanghai	  Tang	  was	  totally	  
different	  to	  what	  they	  were	  expecting	  and	  the	  brand	  offers	  special	  items	  and	  non-­‐
Chinese	  style	  clothing.	  
	  
S:	  Did	  this	  happen	  recently?	  
	  
A:	  No.	  The	  Hong	  Kong	  people	  held	  such	  prejudiced	  views	  for	  many	  years,	  and	  
Shanghai	  Tang	  just	  opened	  up	  the	  local	  market	  by	  home	  accessories	  line.	  Later	  
the	  years,	  the	  brand	  found	  out	  smaller	  items	  like	  clothing	  and	  fashion	  accessories	  
were	  hit	  sales.	  When	  I	  started	  my	  job	  at	  Shanghai	  Tang,	  the	  brand	  produced	  
womenswear	  and	  menswear	  but	  with	  no	  designer	  input.	  They	  hired	  freelance	  
designers,	  so	  the	  brand	  image	  was	  inconsistent.	  I	  started	  as	  a	  graphic	  designer	  
and	  then	  moved	  on	  to	  home	  design.	  Since	  I	  was	  a	  graphic	  design	  graduate,	  I	  was	  
responsible	  for	  most	  of	  the	  tasks.	  
	  
S:	  As	  a	  graphic	  designer,	  what	  was	  the	  reason	  behind	  working	  in	  the	  area	  of	  home	  
design?	  Did	  you	  mostly	  produce	  surface	  designs?	  
	  
A:	  My	  reporting	  officer	  at	  that	  time	  was	  the	  head	  of	  the	  home	  section.	  She	  has	  good	  
taste	  but	  she	  does	  not	  produce	  designs.	  Her	  job	  included	  sourcing	  products	  from	  
different	  places	  and	  modifying	  and	  reproducing	  one	  or	  two	  pieces.	  For	  instance,	  
we	  found	  a	  factory	  that	  produced	  excellent	  embroidery,	  so	  we	  made	  a	  few	  
changes	  in	  their	  designs	  and	  reproduced	  the	  products.	  However,	  the	  products	  
were	  not	  under	  one	  single	  collection	  because	  the	  products	  were	  actually	  
produced	  by	  different	  suppliers.	  We	  have	  had	  a	  few	  designers,	  but	  most	  of	  them	  
remained	  with	  us	  for	  a	  short	  period	  because	  of	  ego	  clashed	  with	  the	  people	  there.	  
That	  was	  the	  reason	  why	  I	  started	  working	  on	  some	  designs	  in	  the	  home	  section.	  
My	  graphic	  design	  background	  also	  helped	  me	  in	  advertising,	  branding,	  packaging,	  
and	  redesigning	  the	  logo,	  many	  more	  aspects.	  After	  my	  reporting	  officer	  was	  laid	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S:	  What	  is	  your	  opinion	  about	  the	  surface	  and	  decoration	  designs	  of	  Shanghai	  Tang’s	  
products?	  Have	  you	  ever	  tried	  to	  change	  this?	  
	  
A:	  I	  regard	  this	  is	  a	  natural	  evolution	  of	  Chinese	  products.	  By	  that	  time,	  there	  were	  
many	  more	  Chinese	  brands	  of	  clothing	  and	  home	  products;	  we	  also	  found	  similar	  
new	  shops	  in	  a	  new	  shopping	  mall,	  Xintiandi,	  in	  Shanghai,	  sometime	  around	  the	  
year	  2000.	  The	  shops	  there	  used	  decorative	  signs	  like	  Fú	  (Fortune),	  luk	  
(Promotion),	  Shòu	  (Longevity),	  and	  Double	  happiness.	  
	  
S:	  I	  suppose	  these	  signs	  were	  same	  as	  those	  we	  find	  in	  Chinese	  Art	  &	  Craft	  in	  ancient	  
times.	  
	  
A:	  When	  I	  took	  over	  the	  role,	  I	  had	  changed	  the	  colors	  and	  modernised	  the	  designs.	  
During	  that	  period,	  Shanghai	  Tang	  had	  limited	  products	  such	  as	  albums	  and	  
silverware	  and	  the	  designs	  were	  not	  unified.	  
	  
S:	  I	  remember	  there	  were	  some	  mugs	  and	  watches	  as	  well.	  
	  
A:	  I	  had	  designed	  from	  scratch	  for	  all	  the	  collections	  including	  products	  like	  beddings,	  
gifts,	  leather	  products,	  and	  so	  on.	  Some	  motifs	  were	  simple	  and	  others	  were	  more	  
complicated.	  It	  is	  interesting	  that	  some	  designs	  from	  that	  time	  are	  best	  sellers	  
even	  now.	  For	  instance,	  this	  teapot	  has	  had	  good	  sales	  since	  2000	  or	  2001	  until	  
today	  (Millicent	  brought	  over	  a	  typical	  teapot	  in	  cyan	  color	  with	  golden	  fish	  
pattern).	  
	  
S:	  I	  like	  this	  teapot	  a	  lot.	  I	  think	  this	  product	  is	  popular	  because	  of	  the	  contemporary	  
color	  combination.	  I	  personally	  do	  not	  find	  it	  outdated.	  
	  
A:	  Apart	  from	  the	  changes	  in	  the	  color	  scheme,	  we	  had	  also	  put	  in	  efforts	  to	  improve	  
the	  manufacturing	  processes.	  Most	  ceramic	  products	  have	  no	  background	  color	  
and	  stick	  to	  white	  even	  today.	  The	  ceramic	  decal	  in	  this	  teapot	  was	  made	  by	  hand.	  
We	  can	  also	  find	  some	  dark	  overlapped	  color	  at	  the	  edge,	  where	  the	  worker	  used	  
a	  sponge	  to	  apply	  the	  color.	  This	  shows	  the	  handcraftsmanship	  that	  added	  value	  
to	  the	  product.	  So,	  Shanghai	  Tang	  applied	  traditional	  handcraftsmanship	  and	  
implemented	  it	  in	  a	  modern	  way,	  but	  not	  like	  the	  ceramics	  in	  Jingdezhen	  that	  
require	  detailed	  drawing.	  This	  product	  is	  a	  result	  the	  industrial	  revolution.	  So,	  
Shanghai	  Tang	  has	  some	  special	  products,	  which	  are	  different	  from	  the	  others.	  
	  
S:	  This	  teapot	  is	  actually	  in	  the	  same	  shape	  and	  form	  as	  the	  original	  design.	  Was	  it	  the	  
design	  strategy	  of	  Shanghai	  Tang	  in	  the	  early	  stages	  to	  apply	  surface	  decoration	  
with	  Chinese	  forms	  to	  the	  products?	  However,	  this	  practice	  has	  changed	  
substantially	  with	  time,	  as	  the	  forms	  and	  shapes	  shifted	  from	  the	  Chinese	  style.	  
What	  is	  your	  opinion	  about	  this?	  
	  
A:	  Mr.	  Tang’s	  vision	  was	  to	  sustain	  Chinese	  traditional	  handcraftsmanship	  such	  as	  the	  
qipao	  (Cheongsam);	  the	  pattern	  cutting	  has	  changed	  many	  times	  from	  David	  
Tang’s	  period	  to	  Richemont	  group’s	  period.	  Originally,	  the	  traditional	  qipao	  has	  its	  
own	  style	  of	  two	  buttons	  at	  the	  front,	  a	  halfway	  zip	  up	  at	  one	  side,	  and	  no	  zipper	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at	  the	  back;	  however,	  the	  qipao	  has	  been	  refined	  to	  a	  zip	  up	  at	  the	  back	  since	  
2000.	  Although	  the	  new	  qipao	  style	  is	  more	  fashionable,	  and	  its	  production	  cost	  is	  
also	  low,	  the	  changes	  have	  restricted	  the	  alteration	  of	  the	  qipao;	  it	  is	  often	  tight	  
fitting	  and	  it	  is	  hard	  to	  balance	  different	  parts	  when	  altering	  it.	  And	  that	  is	  the	  
reason	  that	  qipao	  have	  several	  pitches	  which	  could	  easily	  be	  altered	  for	  fitting.	  
But,	  the	  Western	  style	  ready-­‐to-­‐wear	  qipao	  with	  a	  back	  zip	  is	  not	  alterable.	  
	  
S:	  Was	  Shangahi	  Tang	  already	  sold	  to	  the	  new	  group	  (Richemont	  Group)	  when	  they	  
offered	  this	  reformed	  qipao	  design?	  
	  
A:	  Yes,	  the	  Richemont	  group	  was	  in	  charge	  and	  hired	  a	  new	  Creative	  Director	  in	  2000.	  
Unfortunately,	  this	  CD	  had	  no	  design	  background,	  but	  had	  a	  vision	  to	  modernise	  
Shangahi	  Tang	  to	  a	  fashion	  brand	  instead	  of	  a	  Chinese	  emporium.	  Different	  means	  
were	  used	  to	  reform	  the	  brand,	  and	  they	  were	  successful	  to	  some	  extent.	  
Sometimes	  we	  see	  the	  good	  side	  and	  the	  bad	  side	  of	  a	  thing.	  By	  then,	  the	  tailoring	  
sector	  was	  responsible	  all	  traditional	  works	  and,	  later,	  a	  collection	  entitled	  
“Authentic”	  offered	  clothing	  with	  some	  traditional	  pattern	  cutting.	  I	  am	  not	  sure	  if	  
Shangahi	  Tang	  still	  offers	  this	  collection.	  
	  
	  	  
2.	  Do	  you	  think	  the	  younger	  generation	  of	  Chinese	  consumers	  and	  the	  Western	  
consumers	  understand	  the	  meanings	  of	  the	  symbolic	  designs	  in	  the	  early	  stage	  of	  
Shanghai	  Tang?	  As	  a	  brand	  designer,	  did	  you	  help	  them	  to	  understand	  the	  
meanings?	  
	  
M:	  It	  all	  depends	  on	  whether	  the	  designer	  is	  intuitive	  or	  not.	  I	  just	  take	  myself	  as	  an	  
example.	  
	  
S:	  Did	  you	  follow	  any	  brand	  philosophy	  to	  deliver	  some	  messages	  and	  make	  sure	  the	  
customers	  receive	  it?	  
	  
A:	  Mr.	  Tang	  was	  keen	  to	  hire	  Western	  or	  Chinese	  designers	  from	  foreign	  countries	  
before	  I	  started	  working	  for	  him.	  
	  
S:	  One	  was	  a	  Malaysian	  or	  Chinese	  born	  in	  Malaysia.	  
	  
A:	  Yes,	  but	  not	  locals.	  I	  was	  probably	  the	  first	  local	  Chinese	  designer	  there.	  They	  still	  
mainly	  hire	  non-­‐local	  Chinese	  designers	  for	  high-­‐level	  posts	  like	  brand	  designer,	  
but	  not	  for	  junior	  posts.	  The	  main	  reason	  was	  communication,	  as	  the	  
management	  of	  Shanghai	  Tang	  consisted	  of	  non-­‐locals.	  Thus,	  fluency	  in	  English	  is	  
the	  first	  requirement	  for	  the	  staff;	  secondly,	  they	  want	  designers	  with	  
international	  exposure,	  and	  designers	  with	  Chinese	  knowledge	  were	  like	  a	  bonus.	  
I	  am	  the	  only	  one	  with	  Chinese	  knowledge	  there.	  People	  from	  different	  
departments	  also	  ask	  me	  for	  help	  with	  the	  meaning	  of	  some	  Chinese	  elements,	  
such	  as	  symbols	  or	  motifs	  and	  the	  proper	  ways	  of	  application.	  That	  was	  also	  one	  
of	  my	  functions,	  as	  the	  people	  in	  marketing	  department	  were	  non-­‐locals;	  
sometimes,	  I	  found	  that	  the	  symbols	  were	  applied	  upside	  down.	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As	  I	  mentioned,	  the	  new	  Creative	  Director	  shifted	  the	  fashion	  sector	  to	  a	  different	  
landscape,	  and	  by	  that	  time,	  the	  home	  sector	  had	  also	  launched	  its	  first	  collection	  
and	  became	  more	  stable.	  Thus,	  the	  Home	  sector	  launched	  its	  seasonal	  collection	  
to	  follow	  and	  match	  the	  theme	  of	  the	  fashion	  collection	  for	  a	  long	  period	  of	  time.	  
The	  seasonal	  themes	  included	  local	  cultural	  elements	  from	  minority	  groups	  after	  
in-­‐depth	  research.	  
	  
S:	  So,	  fashion	  was	  the	  main	  theme	  of	  the	  collection.	  
	  
A:	  Yes,	  for	  some	  time.	  
	  	  
	  
3.	  Can	  you	  share	  the	  design	  process	  of	  your	  (brand’s)	  design	  (Chinese	  tropes),	  from	  
inspiration,	  research	  to	  design?	  
	  
A:	  Take	  this	  as	  an	  example;	  this	  is	  part	  of	  the	  Silk	  Road	  Collection	  named	  Coal	  Town,	  a	  
station	  of	  the	  Silk	  Road	  that	  does	  not	  exist	  anymore.	  The	  pattern	  is	  called	  Ikat;	  the	  
overall	  style	  is	  rough	  and	  full	  of	  fur.	  So,	  once	  a	  theme	  is	  confirmed,	  we	  (both	  the	  
fashion	  designer	  and	  myself)	  start	  our	  research	  and	  share	  our	  findings.	  
	  
S:	  Were	  other	  designers	  not	  sure	  about	  the	  meaning	  of	  some	  of	  the	  symbols	  or	  
Chinese	  tropes	  as	  you	  mentioned	  earlier?	  Do	  you	  need	  to	  look	  for	  more	  
information?	  
	  
A:	  The	  brief	  provided	  by	  the	  Creative	  Director	  was	  fluent	  and	  we	  followed	  up	  with	  
more	  research.	  I	  did	  not	  find	  any	  difficulty,	  as	  the	  atmosphere	  was	  open	  to	  
experiment	  at	  that	  time.	  
	  
	  
4.	  How	  do	  you/your	  brand	  collect	  the	  cultural	  knowledge	  in	  the	  research	  process	  of	  
design?	  
	  
S:	  How	  did	  you	  conduct	  your	  research?	  Did	  you	  get	  the	  information	  from	  books?	  
	  
A:	  Yes,	  we	  got	  some	  information	  from	  books.	  
	  
S:	  Did	  you	  have	  to	  organise	  a	  field	  trip	  to	  a	  particular	  place	  to	  understand	  the	  culture	  
there?	  
	  
A:	  We	  rarely	  do	  field	  trips	  for	  the	  seasonal	  collection,	  but	  we	  organised	  field	  trips	  to	  
places	  like	  Beijing	  and	  Shanghai.	  We	  went	  to	  flea	  markets	  to	  find	  some	  vintage	  
and	  old	  artefacts	  as	  our	  inspiration.	  
	  
S:	  In	  this	  case,	  there	  was	  no	  theme	  before	  the	  design	  field	  trips	  then?	  
	  
A:	  Yes.	  We	  have	  a	  seasonal	  collection	  every	  year	  and	  need	  to	  take	  photos	  for	  the	  
catalogue.	  For	  instance,	  for	  the	  theme	  of	  minority,	  the	  team	  would	  go	  to	  that	  
location	  for	  fashion	  photography.	  For	  the	  Mongolian	  theme,	  the	  team	  went	  to	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Mongolia.	  For	  one	  collection	  whose	  theme	  was	  based	  on	  Tibet,	  the	  team	  visited	  
the	  area	  of	  Qing	  hai	  (⻘青海).	  
	  
S:	  Yes,	  there	  was	  a	  series	  of	  collections	  advertised	  with	  great	  fashion	  photography	  by	  
some	  famous	  photographers.	  So,	  these	  were	  the	  ways	  in	  which	  you	  and	  other	  
designers	  conducted	  the	  relevant	  research;	  you	  were	  the	  one	  who	  took	  the	  
greater	  responsibility	  to	  get	  comments	  on	  the	  use	  of	  Chinese	  tropes	  in	  designs.	  
	  
A:	  I	  did	  not	  mind	  doing	  this.	  I	  grew	  up	  in	  a	  colonial	  environment	  here	  in	  Hong	  Kong,	  
and	  I	  do	  not	  have	  in-­‐depth	  knowledge	  of	  Chinese	  culture.	  I	  do	  have	  a	  certain	  
amount	  of	  Chinese	  knowledge,	  especially	  about	  some	  traditions	  and	  ethnic	  
minorities	  but	  not	  about	  the	  root	  and	  the	  origin.	  I	  have	  learned	  a	  lot	  about	  
Chinese	  culture	  through	  research	  since	  I	  started	  working	  in	  Shanghai	  Tang.	  I	  am	  of	  
Chinese	  origin	  and	  I	  can	  read	  Chinese,	  thus	  I	  know	  more	  about	  Chinese	  culture	  
than	  my	  non-­‐Chinese	  colleagues.	  
	  	  
	  
5.	  How	  do	  you	  define	  the	  Chinese	  tropes	  from	  your	  (brand’s)	  designs?	  	  
	  
A:	  Chinese	  culture	  includes	  a	  substantial	  amount	  of	  motifs.	  Chinese	  are	  very	  creative	  
and	  even	  superstitious.	  All	  the	  decorations	  on	  art	  and	  craft	  artefacts	  are	  seen	  as	  
good	  signs	  carrying	  meaning	  and	  I	  appreciated	  all	  these	  elements.	  I	  understand	  
that	  the	  decorations	  aim	  to	  project	  a	  sense	  of	  happiness.	  I	  try	  to	  understand	  the	  
meaning	  of	  every	  motif	  before	  applying	  it	  to	  my	  designs.	  
	  
S:	  So,	  you	  agree	  that	  these	  are	  Chinese	  beliefs	  and	  the	  ways	  in	  which	  the	  decorative	  
Chinese	  tropes	  are	  applied	  represents	  a	  certain	  meaning.	  Thus,	  you	  have	  
continued	  this	  Chinese	  custom.	  
	  
A:	  Yes.	  Like	  the	  pattern	  of	  the	  cloud,	  whose	  general	  meaning	  is	  infinity.	  However,	  the	  
clouds	  from	  the	  Han	  (the	  majority	  Chinese)	  ethnicity	  are	  different	  from	  those	  
found	  in	  Mongolian	  culture	  as	  well	  as	  from	  those	  prevalent	  in	  Tibet	  that	  have	  
embedded	  some	  religious	  motifs.	  This	  understanding	  is	  also	  applicable	  to	  
Buddhism,	  where	  the	  three	  places	  show	  three	  different	  expressions	  of	  Buddhism.	  
I	  understand	  all	  these	  varieties	  in	  cultural	  expression,	  and	  I	  tend	  to	  use	  my	  own	  
preferences	  when	  applying	  them	  to	  my	  designs,	  for	  instance,	  I	  use	  more	  Tibetan	  
elements.	  But,	  I	  always	  make	  sure	  the	  Chinese	  tropes	  are	  used	  appropriately.	  
	  
S:	  This	  reminds	  me	  of	  the	  prevalence	  of	  oriental	  designs	  in	  the	  works	  of	  international	  
designers,	  in	  the	  year	  1990.	  Their	  style	  of	  using	  Chinese	  tropes	  was	  different	  from	  
that	  of	  Shanghai	  Tang.	  What	  is	  your	  opinion	  of	  this	  and	  how	  do	  you	  differentiate	  
between	  the	  designs	  from	  the	  West	  and	  those	  of	  brand	  Shanghai	  Tang	  in	  terms	  of	  
the	  use	  of	  Chinese	  tropes?	  
	  
A:	  As	  a	  designer,	  I	  envy	  the	  Western	  designers	  and	  their	  practices.	  They	  don’t	  
understand	  the	  actual	  meanings	  of	  the	  Chinese	  tropes	  most	  of	  the	  times.	  They	  
simply	  like	  the	  aesthetic	  style	  and	  apply	  them	  to	  their	  designs.	  However,	  I	  think	  
these	  designs	  have	  no	  cultural	  baggage	  but	  only	  use	  the	  elements	  for	  their	  visual	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stimulus.	  I	  am	  fine	  with	  those	  designs.	  The	  designers	  may	  have	  more	  freedom	  
during	  the	  design	  process	  and	  they	  can	  even	  apply	  any	  color	  they	  wanted.	  For	  
instance,	  the	  Chinese	  would	  avoid	  using	  a	  color	  like	  blue	  (also	  called	  as	  deadly	  
blue),	  but	  the	  Western	  designers	  would	  not	  care	  about	  this.	  Nevertheless,	  I,	  as	  a	  
Chinese	  designer,	  would	  avoid	  using	  it	  owing	  to	  my	  inclinations.	  I	  understand	  the	  
red	  color	  is	  preferred	  by	  Chinese	  consumers	  and	  I	  would	  make	  the	  necessary	  
compromises.	  
	  
S:	  So,	  they	  were	  using	  their	  intuition	  to	  design	  Chinese	  tropes,	  with	  their	  ways	  of	  
researches	  and	  common	  senses	  for	  refinement.	  As	  you	  mentioned,	  there	  are	  
different	  forms	  of	  clouds;	  the	  Western	  designers	  use	  the	  contemporary	  clouds	  but	  
in	  a	  Western	  style,	  and	  we	  could	  say	  that	  such	  a	  practice	  would	  lead	  to	  loss	  of	  the	  
details	  of	  the	  original	  Chinese	  tropes?	  But,	  Chinese	  designers	  understand	  the	  
meaning	  behind	  these	  tropes	  and	  they	  may	  retain	  the	  essence	  of	  the	  Chinese	  
tropes	  in	  their	  designs	  and	  the	  audiences	  will	  be	  able	  to	  recognise	  the	  signs.	  In	  
contrast,	  regardless	  of	  the	  brands,	  the	  Western	  designers	  would	  generalise	  the	  
oriental	  styles.	  So,	  what	  we	  see	  would	  be	  contemporary	  oriental	  designs	  with	  
aesthetics.	  Do	  you	  think	  such	  designs	  fail	  to	  embody	  Chinese	  attributes?	  
	  
	  
6.	  How	  do	  you/your	  brand	  help	  the	  targeted	  customer	  to	  understand	  the	  Chinese	  
tropes	  in	  your	  (brand’s)	  designs?	  
	  
A:	  At	  the	  end,	  it	  is	  just	  a	  design	  and	  a	  commercial	  product,	  and	  a	  designer	  need	  not	  
deliver	  a	  direct	  message.	  In	  the	  later	  years,	  my	  designs	  were	  focused	  on	  products	  
rather	  than	  graphics.	  The	  main	  reason	  being	  that	  I	  could	  not	  handle	  the	  workload	  
from	  both	  sides;	  secondly,	  even	  if	  the	  designers	  have	  a	  particular	  intention	  in	  
their	  designs,	  the	  end	  users	  are	  the	  ones	  who	  judge	  the	  designs.	  So,	  I	  would	  take	  
it	  easy	  if	  the	  customers	  do	  not	  understand	  the	  meaning	  of	  the	  designs	  as	  opposed	  
to	  a	  graphic	  designer	  who	  tries	  to	  convey	  a	  strong	  message	  in	  a	  poster	  and	  hopes	  
the	  audience	  would	  at	  least	  understand	  90%	  of	  it.	  However,	  as	  a	  product	  
designer,	  the	  design	  process	  is	  more	  complicated	  and	  involves	  manpower	  for	  the	  
changes	  in	  forms	  and	  materials,	  and	  this	  is	  really	  hard	  to	  control.	  Thus,	  as	  a	  
designer,	  I	  just	  want	  to	  deliver	  a	  simple	  and	  positive	  message.	  
	  
S:	  What	  if	  the	  design	  aims	  to	  deliver	  a	  brand	  philosophy?	  
	  
A:	  I	  am	  not	  sure	  about	  the	  situation	  now.	  But	  that	  time,	  the	  brand	  understood	  that	  it	  
should	  act	  as	  a	  Chinese	  cultural	  torchbearer	  to	  educate	  people.	  Towards	  the	  fifth	  
or	  sixth	  year	  during	  my	  ten	  years	  there	  (2007-­‐2008),	  there	  was	  a	  department,	  
which	  included	  designers	  and	  other	  staff	  from	  a	  marketing	  background,	  and	  we	  
did	  our	  research	  and	  studies	  together.	  For	  instance,	  these	  marketing	  colleagues	  
would	  ask	  the	  designers	  the	  meanings	  of	  the	  designs	  and	  they	  would	  do	  the	  in-­‐
depth	  research.	  Take	  the	  example	  of	  a	  peony;	  they	  would	  conduct	  research	  on	  
the	  different	  meanings	  of	  the	  peony	  in	  Chinese	  culture.	  
	  
S:	  They	  were	  the	  marketing	  people;	  why	  couldn’t	  they	  ask	  the	  designer	  directly?	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A:	  Yes,	  they	  could.	  As	  we	  are	  focused	  on	  our	  designs,	  we	  do	  not	  need	  to	  do	  the	  
research	  for	  other	  people.	  They	  consolidate	  all	  this	  information	  and	  then	  educate	  
the	  staff	  in	  the	  stores	  about	  the	  ideas	  and	  meanings	  of	  the	  new	  collection.	  The	  
messages	  would	  then	  be	  explained	  by	  the	  retail	  staff	  to	  the	  customers.	  
	  
S:	  Did	  retail	  staff	  present	  the	  information	  to	  the	  customers	  verbally	  as	  they	  
introduced	  the	  products?	  
	  
A:	  Yes,	  we	  also	  introduced	  catalogues.	  The	  website	  might	  have	  offered	  some	  
information	  to	  explain	  the	  meaning	  behind	  of	  the	  motifs	  we	  used.	  By	  that	  time,	  
we	  also	  had	  collaborations	  with	  some	  art	  colleges	  and	  produced	  crossover	  designs	  
with	  Chinese	  artists	  from	  the	  mainland,	  and	  Shanghai	  Tang	  was	  proud	  to	  present	  
itself	  as	  a	  Chinese	  brand,	  instead	  of	  a	  European	  brand.	  This	  is	  also	  related	  to	  the	  
rising	  power	  of	  China	  and	  the	  people	  were	  all	  looking	  into	  this	  market.	  
	  
	  
7.	  Who	  is	  the	  core	  target	  market	  of	  your	  brand?	  Any	  changes	  of	  target	  group	  in	  these	  
twenty	  years?	  	  
	  
A:	  The	  geographic	  strategy	  of	  David	  Tang	  was	  targeted	  to	  Hong	  Kong,	  Europe,	  and	  
the	  United	  States.	  After	  being	  taken	  over	  by	  Richemont	  group,	  there	  was	  a	  vast	  
expansion	  in	  Asia	  per	  the	  strategy.	  
	  
S:	  When	  you	  said	  take	  over,	  do	  you	  mean	  the	  period	  around	  2000?	  
	  
A:	  Right,	  it	  was	  a	  small	  market	  in	  Asia	  initially.	  With	  7	  stores	  by	  the	  time	  I	  started	  my	  
job	  there,	  it	  expanded	  to	  40	  stores	  in	  a	  global	  market	  when	  I	  left	  (in	  10	  years’	  
time).	  The	  numbers	  of	  stores	  may	  be	  less	  now,	  owing	  to	  the	  fall	  of	  business	  in	  the	  
third-­‐tier	  cities	  in	  China	  for	  political	  and	  economical	  reasons.	  Nevertheless,	  with	  
the	  proactivity	  of	  the	  mainland	  market,	  the	  expansion	  in	  China	  was	  surprisingly	  
good.	  It	  is	  interesting	  that	  Hong	  Kong	  was	  the	  core	  market	  with	  the	  target	  being	  
the	  foreign	  experts	  and	  tourists	  at	  the	  beginning,	  but	  the	  locals	  are	  the	  new	  
targets	  of	  the	  home	  products	  and	  fashion	  accessories	  segments,	  and	  the	  office-­‐
going	  women	  were	  the	  target	  of	  the	  fashion	  jewellery	  segment.	  In	  addition,	  a	  new	  
group	  of	  consumers	  that	  has	  emerged	  is	  the	  experts	  and	  tourists	  from	  mainland	  
China,	  who	  like	  to	  wear	  Chinese-­‐style	  clothing.	  However,	  the	  Hong	  Kong	  Chinese	  
still	  wear	  that	  style	  of	  clothing	  only	  on	  Chinese	  New	  Year.	  
	  
S:	  This	  may	  be	  because	  some	  people	  in	  the	  mainland	  are	  still	  wearing	  the	  short-­‐style	  
qipao	  in	  daily	  life,	  but	  we	  rarely	  see	  this	  in	  Hong	  Kong.	  
	  
A:	  Yes,	  in	  Hong	  Kong,	  the	  people	  wear	  this	  mostly	  for	  weeding	  events.	  
	  
S:	  Most	  of	  the	  foreign	  customers,	  especially	  the	  early	  customers	  wear	  Chinese	  
clothing	  for	  parties.	  Do	  you	  know	  any	  foreigners	  who	  have	  bought	  Shanghai	  Tang	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A:	  Yes,	  many	  people	  got	  a	  double-­‐sided	  Shanghai	  Tang	  scarf,	  which	  became	  the	  
hottest	  counterfeit	  item	  on	  Woman’s	  street	  (a	  street	  where	  counterfeit	  products	  
are	  sold	  at	  cheap	  prices	  in	  Hong	  Kong	  SAR)	  at	  that	  time.	  Another	  popular	  item	  was	  
the	  Tang	  jacket	  (Chinese-­‐style)	  that	  had	  contrasted	  color	  on	  the	  sleeves	  is	  still	  a	  
hot	  selling	  item	  at	  Stanley	  (tourist	  market).	  Shanghai	  Tang’s	  fashion	  became	  more	  
popular	  after	  the	  change	  to	  ready-­‐to-­‐wear	  in	  2000,	  in	  particular	  knitwear.	  
Knitwear	  is	  a	  casual	  item	  not	  as	  complicated	  as	  a	  qipao,	  which	  is	  mainly	  worn	  on	  
special	  occasions.	  People	  like	  the	  style	  of	  a	  knitted	  cardigan	  with	  frog	  buttons	  
(Chinese	  style	  buttons),	  so	  knitwear	  always	  has	  good	  sales.	  I	  would	  regard	  
Shanghai	  Tang	  as	  a	  good	  brand	  and	  the	  materials	  they	  use	  are	  fine	  materials.	  In	  
fact,	  at	  least	  when	  I	  was	  there,	  they	  used	  silk	  even	  for	  the	  lining;	  I	  never	  found	  any	  
polyester	  lining.	  
	  
S:	  I	  had	  read	  an	  online	  article	  that	  commented	  on	  Shanghai	  Tang’s	  confusing	  images,	  
as	  some	  items	  looked	  cheap	  and	  seemed	  to	  target	  the	  lower	  class,	  whilst	  the	  
other	  products	  were	  high-­‐end,	  expensive	  products	  with	  a	  contemporary	  look.	  This	  
article	  was	  written	  in	  around	  2011,	  just	  three	  years	  ago.	  So,	  the	  audiences	  still	  
have	  such	  impression	  of	  Shanghai	  Tang	  and	  its	  position	  in	  the	  luxury	  market	  way	  
below	  that	  of	  Louis	  Vuitton.	  Do	  you	  agree?	  
	  
A:	  It	  is	  correct	  and	  I	  think	  it	  is	  because	  of	  the	  management’s	  vision.	  Shanghai	  Tang	  is	  
a	  brand	  with	  short	  history	  and	  is	  still	  looking	  for	  a	  formula	  to	  succeed	  and	  
searching	  for	  a	  pathway.	  By	  the	  last	  few	  years	  I	  worked	  there,	  my	  brief	  was	  to	  
design	  more	  high-­‐end	  products	  instead	  of	  the	  low	  price	  ones	  and	  we	  also	  wanted	  
to	  fate	  out	  all	  the	  tourist	  style	  products	  such	  as	  watches.	  The	  Chairman-­‐Mao	  
animated	  wristwatches	  with	  one	  waving	  hand	  (sold	  in	  the	  David	  Tang’s	  period),	  
were	  sold	  for	  a	  few	  hundred	  dollars;	  these	  were	  made	  in	  China	  and	  easily	  broke	  in	  
just	  two	  to	  three	  months.	  But	  in	  my	  few	  last	  years,	  the	  watches	  from	  Cartier	  and	  
Poljot	  (sold	  in	  the	  Richemont	  Group’s	  period)	  were	  the	  winners	  in	  the	  shop.	  We	  
had	  also	  hired	  watch	  designers	  from	  Europe,	  and	  the	  prices	  of	  Shanghai	  Tang	  
watches	  increased	  from	  a	  few	  hundreds	  to	  thousands	  of	  yuan,	  up	  to	  8000	  yuan	  
for	  a	  special	  one.	  This	  is	  the	  brand’s	  intention,	  but	  it	  may	  not	  be	  the	  same	  as	  the	  
perspectives	  of	  the	  audiences.	  Are	  they	  willing	  to	  pay	  such	  a	  high	  price	  for	  a	  
watch	  from	  Shanghai	  Tang?	  Another	  example	  is	  that	  of	  Ralph	  Lauren,	  who	  
launched	  a	  watch	  collection	  two	  years	  ago,	  and	  all	  were	  designed	  by	  the	  designers	  
from	  Richemont	  Group.	  All	  the	  parts	  are	  made	  in	  Switzerland	  and	  they	  are	  
expensive,	  but	  their	  sales	  are	  still	  falling	  and	  they	  are	  not	  popular	  in	  the	  market.	  
Ralph	  Lauren	  is	  a	  lifestyle	  brand	  and	  similar	  to	  Shanghai	  Tang,	  but	  it	  is	  all	  about	  
the	  positioning.	  
	  
S:	  My	  impression	  of	  Ralph	  Lauren	  is	  that	  the	  brand	  has	  a	  long	  history	  and	  strong	  
heritage	  and	  a	  better	  reputation.	  Shanghai	  Tang	  had	  a	  rather	  frustrated	  image.	  
The	  author	  of	  the	  article	  that	  I	  mentioned	  earlier	  suggested	  that	  Shanghai	  Tang	  
should	  find	  more	  international	  designers	  who	  have	  a	  good	  reputation.	  In	  fact,	  
Shanghai	  Tang	  has	  just	  invited	  Masha	  Ma,	  a	  fashion	  designer	  born	  in	  mainland	  
Chinese	  who	  graduated	  from	  Central	  St.	  Martins,	  to	  design	  a	  collection.	  
	  
A:	  What	  do	  you	  think	  of	  that	  collection?	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S:	  That	  was	  a	  totally	  Westernised	  collection.	  
	  
A:	  I	  saw	  the	  collection	  in	  the	  fashion	  show	  video,	  and	  I	  think	  that	  was	  not	  my	  
preference.	  Strangely,	  over	  the	  years,	  the	  collections	  that	  crossed	  over	  with	  the	  
mainland	  Chinese	  designers	  all	  yielded	  poor	  results.	  Those	  collections	  had	  
superficial	  designs	  with	  big	  flowers	  and	  unclear	  images	  and	  were	  not	  
sophisticated.	  My	  view	  is	  that	  Shanghai	  Tang	  has	  been	  through	  a	  lot	  these	  years,	  
from	  the	  surface	  style	  designs	  to	  learning	  how	  to	  eliminate	  elements,	  and	  
modernising	  the	  brand	  is	  all	  about	  time.	  I	  kept	  learning	  from	  my	  day	  one	  for	  ten	  
years	  and	  still	  could	  not	  be	  an	  expert.	  You	  will	  understand	  as	  a	  designer,	  the	  
things	  you	  design	  now	  will	  be	  different	  from	  what	  you	  did	  10	  years	  ago,	  as	  things	  
are	  evolving.	  In	  contrast,	  the	  mainland	  Chinese	  designers	  may	  have	  normally	  
worked	  on	  some	  Western	  designs	  and	  be	  invited	  to	  cross	  over	  with	  a	  Chinese	  
cultural	  brand	  suddenly,	  so	  the	  resultant	  designs	  look	  outdated.	  I	  was	  shocked	  
when	  I	  saw	  that	  the	  designs	  were	  of	  a	  lower	  standard	  and	  less	  sophisticated	  than	  
the	  ordinary	  designs	  at	  Shanghai	  Tang.	  It	  was	  just	  about	  the	  marketing	  value.	  
	  
S:	  Hence,	  I	  commented	  that	  the	  image	  that	  Shanghai	  Tang	  projected	  was	  quite	  
confusing	  and	  not	  stable.	  It	  wants	  to	  become	  a	  high-­‐end	  brand	  and	  has	  tried	  hard	  
to	  define	  the	  company	  using	  materials,	  product	  forms,	  and	  design,	  but	  the	  
audiences	  are	  still	  not	  clear	  what	  image	  the	  brand	  actually	  aims	  to	  project;	  
moreover,	  most	  of	  the	  designers	  from	  Shanghai	  Tang	  are	  foreigners.	  Do	  they	  
actually	  target	  the	  overseas	  market?	  As	  we	  can	  see,	  Shanghai	  Tang	  has	  opened	  
some	  branches	  overseas.	  
	  
	  
8.	  Do	  you	  think	  the	  brand	  design	  also	  fits	  in	  the	  lifestyle	  of	  the	  overseas	  market?	  Why?	  
	  
A:	  Yes,	  they	  have	  a	  few	  branches	  overseas.	  At	  the	  end,	  brands	  always	  follow	  the	  
money	  flow	  for	  development,	  and	  the	  final	  destination	  would	  be	  Asia	  and	  China.	  
Developing	  the	  brand	  in	  Europe,	  the	  US	  of	  the	  UK	  is	  only	  for	  building	  up	  an	  
international	  brand	  image.	  Apart	  from	  China,	  Singapore	  and	  Malaysia	  are	  also	  big	  
Asian	  markets.	  
	  
S:	  As	  you	  see,	  the	  home	  accessory	  items	  such	  as	  the	  blue	  teapot	  you	  showed	  me	  is	  
still	  used	  in	  daily	  life	  in	  China.	  However,	  the	  coffee	  machine	  projects	  a	  Western	  
lifestyle.	  Can	  we	  claim	  Shanghai	  Tang	  is	  actually	  selling	  a	  Western	  lifestyle?	  Or	  is	  
this	  the	  lifestyle	  in	  China	  now?	  
	  
A:	  Both	  viewpoints	  are	  correct.	  You	  will	  see	  the	  coffee	  market	  in	  China	  is	  increasing.	  
We	  have	  launched	  a	  retail	  line	  for	  tea	  and	  had	  been	  studying	  the	  coffee	  market	  in	  
China	  for	  a	  long	  time	  and	  found	  that	  drinking	  coffee	  was	  not	  part	  of	  the	  Chinese	  
lifestyle,	  but	  this	  has	  changed	  and	  coffee	  market	  in	  China	  is	  increasing.	  Thus,	  
there	  was	  a	  collaboration	  project	  with	  the	  brand	  Nespresso,	  for	  creating	  the	  
coffee	  machine;	  the	  project	  was	  a	  lot	  of	  fun.	  In	  fact,	  the	  way	  that	  we	  define	  the	  
Chinese	  culture	  is	  a	  key	  issue.	  Culture	  is	  not	  something	  that	  just	  happened	  in	  the	  
ancient	  times	  but	  is	  ever	  changing.	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S:	  So,	  can	  we	  say	  this	  is	  a	  reflection	  of	  the	  Chinese	  lifestyle	  now?	  As	  this	  brand	  is	  
targeting	  this	  Asian	  group.	  From	  this,	  we	  can	  see	  that	  the	  lifestyle	  in	  China	  has	  
been	  westernised.	  
	  
A:	  Yes.	  Like	  the	  tea	  bowl	  designs	  (Chinese	  style	  bowl	  with	  a	  lid	  and	  small	  plate)	  are	  
only	  for	  the	  gift	  market	  and	  not	  for	  daily	  use.	  Considering	  the	  market	  demand,	  we	  
need	  to	  design	  mugs,	  which	  did	  not	  exist	  in	  China	  before.	  The	  cup	  in	  China	  has	  no	  
handle,	  and	  the	  mug	  is	  actually	  a	  product	  of	  the	  West.	  Nevertheless,	  as	  a	  
designer,	  you	  need	  to	  follow	  the	  order	  and	  sometimes	  I	  find	  a	  way	  to	  balance	  the	  
confusion.	  I	  had	  designed	  a	  big	  mug,	  as	  I	  like	  to	  drink	  coffee.	  I	  was	  keen	  to	  design	  
a	  product	  that	  would	  fulfil	  my	  daily	  needs.	  
	  
S:	  From	  what	  I	  heard,	  I	  am	  still	  confused	  about	  Shanghai	  Tang’s	  brand	  product	  
development:	  is	  it	  aiming	  to	  cater	  to	  a	  Chinese	  lifestyle	  or	  an	  overseas	  lifestyle.	  
	  
A:	  	  There	  is	  no	  single	  target	  group	  for	  Shanghai	  Tang.	  It	  is	  impossible	  to	  target	  
Chinese	  consumers	  only.	  If	  there	  is	  any	  specific	  demand	  in	  a	  particular	  market,	  we	  
design	  for	  that	  market.	  For	  instance,	  we	  had	  produced	  an	  expensive	  Mah-­‐jong	  
design,	  which	  had	  good	  sales	  in	  mainland	  China	  but	  failed	  in	  the	  Western	  market.	  
Another	  example	  is	  that	  of	  the	  back	  garment,	  which	  had	  good	  sales	  in	  the	  West	  
but	  failed	  in	  the	  China	  market.	  So,	  the	  different	  buyers	  are	  the	  key	  persons	  who	  
provide	  information	  about	  the	  particular	  market	  demand;	  the	  buyers	  requested	  
for	  particular	  designers	  every	  year	  for	  product	  development	  and	  the	  designers	  
evaluate	  the	  case.	  
	  
S:	  So,	  some	  products	  have	  good	  sales	  in	  a	  particular	  market	  and	  some	  don’t.	  We	  also	  
cannot	  claim	  Shanghai	  Tang	  has	  only	  targeted	  to	  the	  China	  market	  as	  we	  see	  
products	  for	  the	  Western	  lifestyle	  like	  mugs,	  which	  have	  a	  contemporary	  design.	  
How	  about	  the	  qipao?	  This	  dress	  is	  mostly	  worn	  on	  special	  occasions.	  Would	  you	  
or	  your	  brand	  like	  to	  see	  the	  qipao	  become	  a	  product	  in	  daily	  life	  with	  a	  demand	  
in	  different	  markets	  and	  bring	  the	  Chinese	  culture	  to	  the	  world?	  
	  
A:	  Yes,	  of	  course.	  In	  most	  of	  our	  ready-­‐to-­‐wear	  collections,	  the	  dresses	  have	  the	  
Chinese	  style	  element.	  As	  I	  mentioned,	  the	  qipao	  can	  be	  found	  in	  the	  Authentic	  
collection,	  but	  not	  a	  lot;	  the	  tailoring	  sector	  also	  provides	  a	  custom-­‐made	  qipao	  
service	  when	  the	  “Tai	  Tai”	  (wives)	  are	  looking	  for	  a	  qipao	  for	  special	  occasions.	  
The	  masters	  from	  the	  tailoring	  sector	  are	  all	  experienced	  tailors.	  
	  
S:	  In	  that	  case,	  it	  is	  hard	  to	  wear	  the	  qipao	  in	  daily	  life	  nowadays.	  
	  
A:	  It	  is	  a	  personal	  choice.	  I	  will	  not	  choose	  to	  wear	  the	  qipao	  as	  a	  casual	  outfit,	  as	  it	  is	  
too	  tight.	  Nevertheless,	  the	  qipao	  is	  just	  an	  example.	  In	  these	  few	  years,	  the	  
fashion	  world	  has	  undergone	  many	  changes.	  The	  mid-­‐level	  brands	  cannot	  survive	  
anymore,	  and	  those	  dominating	  the	  market	  are	  luxury	  brands	  or	  mass	  production	  
brands	  like	  H&M	  and	  Zara.	  Basically,	  the	  people’s	  lifestyle	  is	  changing	  and	  fashion	  
is	  being	  viewed	  in	  a	  more	  casual	  way.	  There	  is	  no	  single	  way	  to	  define	  a	  decent	  
look.	  Another	  phenomenon	  is	  that	  people	  are	  spending	  a	  lot	  of	  money	  on	  fashion	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accessories,	  but	  not	  on	  clothing.	  They	  look	  good	  even	  with	  a	  T-­‐shirt	  and	  jeans,	  
matched	  with	  a	  pair	  of	  nice	  shoes	  and	  handbag.	  The	  market	  has	  changed	  and	  we	  
can	  see	  more	  and	  more	  brands	  shifting	  to	  fashion	  accessories	  and	  not	  clothing	  
anymore.	  
	  
S:	  Is	  this	  because	  fashion	  accessories	  are	  more	  durable?	  
	  
A:	  Yes,	  fashion	  accessories	  comparatively	  are	  more	  iconic.	  
	  
S:	  The	  fashion	  industry	  is	  really	  interesting	  and	  the	  trend	  is	  changing	  all	  the	  time.	  
	  
	  
9.	  What	  identity	  (brand	  image)	  does	  you/your	  brand	  would	  build	  up	  to	  the	  public?	  Any	  
changes	  in	  these	  twenty	  years?	  
	  
A:	  I	  don’t	  really	  know	  at	  this	  stage.	  From	  my	  personal	  point	  of	  view	  (I	  don’t	  speak	  for	  
the	  brand	  anymore),	  I	  had	  mentioned	  that	  the	  brand	  lacked	  vision,	  so	  many	  of	  the	  
staff	  were	  leaving.	  The	  main	  reason	  was	  the	  moving	  out	  from	  the	  Pedder	  Street	  
flagship	  store	  when	  the	  brand	  was	  trying	  to	  face	  big	  changes.	  I	  think	  they	  made	  a	  
wrong	  decision	  by	  choosing	  the	  Duddell	  Street	  location,	  but	  what	  can	  you	  do	  after	  
spending	  such	  a	  huge	  amount	  on	  the	  renovation?	  As	  I	  see	  it,	  the	  brand	  image	  is	  
blurred.	  Since	  I	  left	  the	  company,	  a	  French	  designer,	  who	  was	  trained	  in	  textile	  
design,	  is	  in-­‐charge	  of	  the	  home	  section.	  Most	  of	  the	  designs	  were	  done	  by	  some	  
part-­‐time	  designers	  or	  interns.	  There	  was	  no	  unity	  in	  the	  brand’s	  product	  designs.	  
Although	  there	  were	  some	  nice	  designs,	  you	  could	  not	  find	  these	  products	  after	  
three	  months,	  as	  they	  were	  not	  market	  oriented.	  In	  addition,	  only	  one	  or	  two	  sets	  
of	  many	  of	  the	  tableware	  designs	  that	  I	  produced,	  such	  as	  those	  for	  chopsticks,	  
bowls,	  and	  spoons,	  were	  available	  during	  my	  ten	  years	  there.	  This	  tableware	  did	  
not	  have	  good	  sales.	  
	  
S:	  How	  about	  sale	  of	  this	  tableware	  as	  gift	  items?	  
	  
A:	  Buying	  tableware	  as	  a	  gift	  is	  no	  longer	  a	  trend.	  
	  
S:	  We	  have	  to	  study	  the	  gift	  market	  then.	  
	  
A:	  I	  had	  designed	  a	  bowl	  made	  of	  jade	  with	  a	  silver	  edge	  and	  a	  silver	  bowl	  that	  can	  
normally	  be	  used	  in	  traditional	  Chinese	  ceremonies.	  Practically,	  we	  paid	  attention	  
to	  detail	  by	  using	  handicraft	  workmanship	  with	  quantity	  control.	  The	  cost	  of	  a	  
bowl	  was	  around	  HKD500–HKD600	  but	  the	  turnover	  was	  low.	  In	  fact,	  the	  demand	  
of	  bowls	  for	  family	  usage	  is	  really	  low.	  We	  even	  set	  the	  price	  positioning	  to	  
HKD1000	  for	  a	  collection	  of	  tableware	  including	  a	  pair	  of	  chopsticks,	  a	  bowl,	  and	  a	  
spoon.	  Who	  would	  be	  the	  end	  user	  of	  this	  item?	  What	  are	  the	  reasons	  that	  would	  
drive	  consumers	  to	  buy	  this	  item?	  At	  the	  end,	  people	  would	  find	  it	  ridiculous	  to	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A:	  There	  would	  need	  to	  be	  at	  least	  two	  sets	  of	  tableware	  for	  one	  person	  or	  four	  sets,	  
in	  case,	  friends	  come	  to	  visit.	  For	  a	  family	  of	  two,	  like	  my	  family,	  I	  have	  six	  to	  eight	  
sets	  of	  tableware.	  So,	  you	  can	  see	  the	  number	  of	  tableware	  that	  I	  would	  need	  to	  
buy	  from	  Shanghai	  Tang.	  
	  
S:	  It	  seems	  only	  super-­‐rich	  families	  can	  afford	  these	  pricy	  products.	  
	  
A:	  That	  does	  not	  make	  sense.	  Furthermore,	  Shanghai	  Tang	  is	  not	  a	  big	  provident	  
brand	  like	  Westwood	  that	  provides	  catalogues	  to	  allow	  customers	  to	  reorder	  a	  
single	  damaged	  product	  when	  they	  buy	  a	  set	  of	  eight	  for	  example.	  So,	  I	  have	  the	  
impression	  the	  brand	  has	  not	  built	  up	  any	  clear	  image	  in	  these	  two	  years.	  I	  have	  
seen	  the	  golden	  period	  of	  Shanghai	  Tang	  in	  2000	  and	  later,	  there	  was	  a	  
substantial	  change	  as	  it	  adopted	  a	  modern	  and	  trendy	  image.	  However,	  the	  brand	  
lost	  its	  vision	  since	  the	  creative	  director	  left	  the	  company.	  Afterwards,	  all	  the	  
designers	  had	  a	  big	  ego	  and	  found	  it	  hard	  to	  work	  with	  each	  other.	  In	  addition	  to	  
this,	  part	  of	  the	  management	  had	  also	  allowed	  this	  unhealthy	  work	  environment	  
until	  the	  top	  end	  management	  took	  charge.	  This	  lead	  to	  an	  unclear	  direction	  for	  
the	  entire	  brand	  and	  all	  the	  experienced	  staff	  left	  the	  company.	  The	  newcomers	  
have	  no	  idea	  of	  what	  the	  brand	  had	  been	  through	  all	  these	  years	  and	  received	  no	  
clear	  direction	  from	  the	  management,	  so	  they	  too	  did	  not	  stay	  for	  long	  in	  the	  job.	  
We	  can	  see	  the	  brand	  still	  has	  no	  vision	  in	  these	  two	  to	  three	  years.	  
	  
S:	  Yes.	  It	  is	  important	  for	  a	  brand	  to	  set	  a	  clear	  vision	  and	  philosophy	  to	  deliver	  to	  
their	  staff	  internally.	  
	  
A:	  Of	  course,	  no	  one	  can	  foresee	  a	  successful	  road,	  but	  a	  brand	  needs	  to	  be	  
developed	  by	  consent	  not	  by	  shifting	  direction.	  I	  agreed	  with	  the	  article	  that	  you	  
mentioned	  earlier,	  one	  minute	  the	  brand	  wants	  to	  produce	  a	  high-­‐end	  product	  
and	  the	  other	  minute	  it	  switches	  to	  tourists.	  Especially	  in	  the	  production	  process,	  
the	  retail	  department	  would	  insist	  on	  producing	  the	  best-­‐selling	  products,	  like	  the	  
bread	  and	  butter	  things,	  so	  the	  designers	  had	  to	  make	  a	  compromise.	  
	  
S:	  Does	  the	  brand	  have	  its	  own	  manufacturer?	  
	  
A:	  We	  deal	  with	  different	  factories.	  
	  
	  
10.	  How	  do	  you	  (as	  brand	  designer/representative)	  determine	  ‘country	  of	  origin’	  of	  
Chinese	  brand?	  	  
For	  examples:	  
1)	  Where	  the	  raw	  materials	  are	  sourced	  
2)	  Where	  the	  product	  is	  designed	  
3)	  Where	  manufacturing	  takes	  place	  
4)	  Where	  a	  final	  assembly	  is	  completed	  
5)	  Where	  the	  company	  is	  incorporated	  (brand	  starts	  up	  location)	  
6)	  The	  origins	  of:	  the	  brand	  entrepreneurs,	  operators	  and	  designers	  
7)	  The	  level	  of	  Chinese	  cultural	  knowledge	  (from	  training,	  life	  and	  work	  experience)	  
8)	  Others	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A:	  I	  think…	  most	  of	  the	  people	  will	  perceive	  the	  manufacturing	  place	  as	  the	  “Country	  
of	  origin”.	  As	  a	  consumer,	  I	  would	  pay	  attention	  to	  where	  the	  product	  is	  produced	  
that	  includes	  its	  history	  (heritage),	  the	  workmanship,	  and	  the	  trust	  with	  the	  
brand.	  In	  at	  least	  the	  last	  ten	  years,	  most	  of	  the	  products	  of	  Shanghai	  Tang	  were	  
produced	  in	  China	  and	  proudly	  claimed	  to	  be	  “Made	  in	  China”,	  so	  this	  was	  not	  a	  
big	  deal.	  Nevertheless,	  I	  had	  been	  trying	  to	  ask	  my	  boss	  to	  produce	  perfume	  
products	  in	  France.	  In	  fact,	  we	  had	  perfume	  products	  that	  were	  made	  in	  France	  
and	  Britain;	  however,	  he	  insisted	  to	  have	  the	  perfumes	  produced	  in	  China.	  
	  
S:	  How	  about	  that	  Mandarin	  perfume?	  
	  
A:	  I	  am	  not	  sure	  now.	  By	  the	  time	  I	  produced	  the	  collection,	  the	  raw	  materials,	  i.e.	  all	  
the	  fragrances,	  were	  all	  produced	  in	  France	  but	  later	  mixed	  in	  China.	  But	  from	  the	  
early	  start-­‐up	  period	  of	  perfume	  production,	  all	  were	  made	  in	  France	  even	  the	  
packaging,	  which	  I	  had	  requested	  my	  boss	  for	  a	  long	  time.	  My	  thought	  was	  this	  
product	  would	  have	  direct	  contact	  with	  my	  body.	  I	  do	  not	  know	  how	  the	  perfume	  
is	  produced	  now.	  
	  
S:	  So,	  your	  view	  is	  to	  look	  into	  the	  manufacturing	  place.	  
	  
A:	  In	  fact,	  most	  of	  the	  Louis	  Vuitton	  products	  are	  produced	  in	  China	  now.	  An	  ex-­‐
workmate	  who	  is	  working	  in	  the	  sourcing	  department	  in	  LV	  informed	  me	  about	  
this.	  I	  think	  it	  is	  not	  important	  to	  clarify	  where	  a	  product	  is	  made.	  My	  view	  to	  
define	  ‘made	  in	  China’	  is	  depended	  on	  designer’s	  perspective,	  or	  their	  design	  
vision,	  I	  think	  designer	  should	  have	  the	  intention	  on	  their	  designs,	  no	  matter	  they	  
have	  had	  any	  Chinese	  training	  or	  not.	  This	  is	  not	  a	  matter.	  I	  am	  Chinese,	  but	  I	  need	  
not	  produce	  Chinese	  designs	  all	  the	  time.	  As	  an	  independent	  designer,	  I	  am	  
working	  for	  different	  brands	  and	  there	  is	  no	  need	  for	  me	  to	  produce	  Chinese	  
designs	  every	  time,	  so	  this	  is	  up	  to	  me.	  A	  creative	  designer	  should	  not	  be	  bound	  
by	  his/her	  country	  of	  origin.	  This	  means	  a	  foreign	  designer	  who	  intends	  to	  create	  
some	  Chinese	  designs	  can	  do	  so.	  As	  mentioned	  earlier,	  some	  foreign	  designers	  
produce	  oriental	  designs	  but	  don’t	  really	  present	  the	  Chinese	  essence,	  so	  it	  is	  all	  
depends	  on	  their	  intention	  to	  present	  particular	  Chinese	  elements.	  They	  may	  
want	  to	  present	  some	  special	  ideas	  instead	  of	  presenting	  the	  designs	  in	  a	  
superficial	  and	  commercial	  style.	  So,	  it	  all	  depends	  on	  the	  designer’s	  intention.	  
	  
S:	  Actually,	  the	  example	  you	  quoted	  could	  also	  apply	  to	  Shanghai	  Tang,	  as	  it	  intends	  
to	  use	  Chinese	  ornamental	  style	  as	  surface	  designs	  of	  its	  products.	  However,	  we	  
can	  see	  that	  the	  trend	  of	  Chinese	  brand	  development	  has	  changed,	  like	  Shang	  
Xiaand	  some	  other	  Chinese	  brands;	  their	  products	  on	  longer	  portray	  Chinese	  
visual	  elements,	  but	  instead,	  these	  are	  embedded	  into	  the	  brand	  philosophy.	  
Some	  Chinese	  brands	  show	  no	  signs	  of	  these	  designs.	  For	  example,	  the	  Japanese	  
brand	  Sony	  is	  founded	  by	  the	  Japanese,	  so	  people	  will	  regard	  it	  as	  a	  Japanese	  
brand.	  Looking	  at	  the	  trend	  of	  brand	  development,	  then	  Shanghai	  Tang	  embodies	  
many	  Chinese	  tropes,	  but	  other	  Chinese	  brands	  are	  shifting	  to	  a	  globalised	  style;	  
in	  this	  case,	  if	  I	  ask	  you	  the	  question	  again,	  how	  will	  you	  define	  a	  Chinese	  brand,	  
will	  you	  have	  another	  point	  of	  view?	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A:	  First	  of	  all,	  I	  would	  not	  consider	  a	  nametag	  with	  Chinese	  elements	  as	  embodying	  a	  
Chinese	  brand.	  I	  think	  this	  is	  just	  a	  marketing	  strategy	  to	  include	  Chinese	  visual	  
elements	  in	  their	  nametag.	  Everyone	  has	  his	  or	  her	  own	  perception.	  The	  reason	  
they	  go	  to	  shop	  from	  Shanghai	  Tang	  is	  that	  they	  are	  looking	  for	  products	  with	  
Chinese	  visual	  elements.	  From	  the	  marketing	  point	  of	  view,	  a	  Chinese	  brand	  
would	  need	  to	  retain	  a	  certain	  amount	  of	  Chinese	  visual	  elements.	  No	  one	  would	  
come	  to	  Shanghai	  Tang	  if	  the	  brand	  eliminated	  these	  signatures.	  For	  some	  
independent	  designers,	  I	  do	  not	  think	  they	  need	  to	  give	  up	  these	  Chinese	  tropes	  
eventually.	  As	  long	  as	  their	  designs	  are	  preferred	  by	  customers,	  I	  think	  this	  is	  fine.	  
We	  should	  not	  expect	  a	  Chinese	  designer	  to	  create	  designs	  based	  on	  Chinese	  
tropes	  only.	  
	  
S:	  Can	  we	  say	  the	  place	  of	  origin	  need	  not	  be	  emphasised	  in	  the	  branding	  practice	  in	  
future?	  
	  
A:	  It	  will	  no	  longer	  be	  a	  necessity.	  Look	  at	  Zara;	  how	  many	  of	  its	  products	  have	  
Spanish	  elements?	  
	  
S:	  Yes,	  but	  at	  least	  I	  know	  the	  brand	  is	  from	  Spain.	  Like	  in	  the	  case	  of	  H&M,	  I	  will	  put	  
“Country	  of	  origin”	  as	  the	  first	  point	  of	  emphasis.	  
	  
A:	  But	  when	  you	  enter	  an	  H&M	  shop,	  do	  you	  see	  any	  Swedish	  elements?	  
	  
S:	  No.	  This	  is	  what	  I	  see	  in	  Chinese	  brand	  development.	  
	  
A:	  I	  have	  been	  doing	  some	  designs	  for	  Ikea	  in	  the	  last	  two	  years.	  My	  first	  project	  was	  
to	  create	  a	  Chinese	  product	  line.	  Have	  you	  seen	  those	  designs	  before?	  
	  
S:	  No,	  I	  have	  not	  seen	  them,	  but	  I	  know	  that	  Ikea	  has	  had	  many	  crossover	  projects	  
with	  designers	  in	  the	  last	  few	  years.	  
	  
A:	  It	  was	  a	  limited	  edition	  collection	  called	  Trendig,	  which	  was	  also	  sold	  in	  Hong	  Kong	  
in	  early	  2014.	  I’ll	  go	  and	  get	  the	  plate	  for	  you	  to	  have	  a	  look	  now	  (she	  goes	  to	  
collect	  the	  plate).	  
	  
S:	  Is	  this	  a	  plate	  from	  the	  collection?	  
	  
A:	  Actually,	  there	  were	  many	  plates	  in	  the	  collection.	  The	  original	  name	  was	  
Mandarin	  but	  it	  was	  changed	  to	  Trendig,	  which	  had	  no	  specific	  meaning,	  but	  was	  
just	  a	  last-­‐minute	  internal	  decision.	  Ikea	  had	  not	  emphasised	  that	  this	  was	  a	  
Chinese	  style	  collection,	  but	  that	  it	  only	  presented	  the	  local	  culture.	  The	  collection	  
had	  furniture	  designs	  and	  the	  project	  involved	  different	  designers.	  I	  was	  
responsible	  for	  the	  designs	  of	  smaller	  items	  and	  pattern	  designs.	  I	  think	  Ikea	  is	  
special	  in	  that	  it	  emphasises	  that	  it	  is	  a	  Swedish	  brand.	  It	  was	  an	  interesting	  
experience	  for	  me	  to	  work	  on	  this	  project.	  Apart	  from	  hiring	  me	  as	  an	  external	  
designer,	  Ikea	  had	  also	  invited	  a	  domestic	  Chinese	  designer;	  we	  were	  working	  
together	  with	  Ikeas’	  internal	  product	  designers	  and	  engineers.	  We	  had	  been	  to	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different	  Chinese	  factories	  to	  observe	  the	  materials	  and	  started	  working	  on	  our	  
designs	  by	  that	  time	  immediately.	  We	  went	  to	  several	  factories	  in	  that	  week.	  I	  
prepared	  the	  pattern	  designs	  in	  advance	  and	  delivered	  the	  digital	  files	  to	  other	  
designers.	  So,	  when	  we	  arrived	  at	  the	  factory	  and	  saw	  the	  plate,	  we	  just	  used	  the	  
paper	  cut-­‐out	  of	  the	  fish	  pattern	  for	  the	  plate	  design	  and	  did	  not	  do	  the	  design	  
later.	  This	  was	  the	  way	  they	  claim	  to	  reserve	  the	  authenticity	  in	  design	  and	  create	  
the	  whole	  design	  from	  that	  point	  of	  view.	  From	  a	  cultural	  point	  of	  view,	  
something	  interesting	  had	  happened.	  When	  I	  designed	  a	  fish	  in	  red	  color,	  they	  
said,	  “It	  is	  not	  cool	  enough”	  and	  recommended	  to	  change	  it	  to	  black	  color.	  Then,	  I	  
told	  them	  that	  a	  black	  fish	  symbolises	  bad	  luck,	  but	  they	  commented,	  “No,	  no,	  no,	  
it	  has	  to	  be	  Swedish”.	  Another	  example	  is	  the	  pattern	  designs	  that	  I	  prepared	  in	  
advance.	  When	  we	  arrived	  at	  the	  fabric	  factory,	  they	  asked	  me	  to	  enlarge	  the	  
proportion	  of	  the	  pattern	  to	  this	  point	  (she	  was	  demonstrating	  the	  scale).	  So,	  I	  
changed	  it	  (she	  went	  to	  collect	  the	  kitchen	  towel).	  You	  can	  see	  how	  big	  the	  fish	  is.	  
	  
S:	  Is	  this	  from	  the	  same	  set?	  Oh,	  yes!	  What	  was	  the	  original	  size	  of	  your	  design?	  
	  
A:	  The	  original	  designs	  had	  a	  couple	  of	  small	  fish	  swimming	  there,	  like	  the	  typical	  
Shanghai	  Tang	  style.	  However,	  they	  said,	  “No	  way,	  Swedish	  design	  is	  always	  
large”,	  so	  all	  the	  designs	  were	  changed	  to	  a	  bigger	  size.	  Even	  the	  pattern	  on	  the	  
curtains	  was	  enlarged.	  
	  
S:	  Did	  you	  try	  to	  negotiate	  on	  that?	  (She	  was	  shaking	  her	  head)	  What	  a	  shame	  for	  
such	  an	  interesting	  project.	  
	  
A:	  I	  think	  it	  was	  a	  way	  of	  respecting	  them	  since	  they	  respected	  my	  design	  of	  the	  
golden	  fish.	  So,	  I	  changed	  them	  to	  a	  bigger	  scale	  afterwards.	  
	  
S:	  It	  was	  like	  the	  way	  we	  deal	  with	  client.	  
	  
A:	  They	  were	  my	  clients	  and	  I	  was	  happy	  to	  make	  changes	  as	  long	  as	  they	  told	  me	  
their	  vision.	  
	  
S:	  It	  was	  a	  compromise?	  
	  
A:	  Yes,	  it	  was.	  My	  idea	  was	  that	  the	  golden	  fish	  should	  be	  in	  a	  smaller	  scale,	  but	  the	  
bigger	  version	  was	  more	  like	  Ikea’s	  designs.	  
	  
S:	  Did	  they	  expect	  you	  to	  bring	  in	  some	  local	  elements	  in	  the	  designs?	  
	  
A:	  Yes,	  they	  would	  not	  have	  hired	  me	  otherwise.	  
	  
S:	  We	  can	  see	  a	  trend	  of	  designers	  from	  different	  countries	  cooperating	  with	  each	  
other	  and	  giving	  inputs	  of	  their	  own	  culture	  into	  designs.	  Does	  it	  all	  depend	  on	  the	  
designer	  who	  in	  charge	  the	  project	  who	  comes	  up	  with	  design	  outcomes	  
pertaining	  more	  to	  his/her	  own	  culture?	  
	  
A:	  This	  may	  not	  depend	  on	  the	  designer	  in	  charge.	  I	  had	  an	  experience	  of	  Nespresso	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project	  that	  they	  were	  looking	  forward	  to	  seeing	  my	  ideas.	  In	  the	  case	  of	  Shanghai	  
Tang	  café,	  I	  designed	  from	  my	  standpoint	  of	  a	  café.	  I	  was	  asked	  about	  what	  my	  
brand	  vision	  was	  and	  I	  briefed	  the	  architects	  accordingly.	  I	  feel	  comfortable	  to	  
working	  for	  a	  client	  and	  I	  should	  not	  have	  any	  ego.	  When	  I	  was	  working	  for	  the	  
Ikea,	  they	  wanted	  my	  input	  with	  synergy.	  The	  designs	  would	  not	  carry	  the	  name	  
of	  Shanghai	  Tang	  or	  my	  name,	  but	  that	  of	  Ikea.	  It	  makes	  sense	  this	  way.	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Brand:	  Tang	  Tang	  Tang	  Tang	  (SAR	  –	  Hong	  Kong)	  
Interviewee:	   Ms.	  Victoria	  Tang	  (Tang	  Tang	  Tang	  Tang,	  Creative	  Director)	  
	   	   (2013-­‐2015/Present)	  
Interviewer:	  	   Wong	  (Peach)	  Kwok-­‐kei	  (Sandra),	  Research	  student,	  
	   	   London	  College	  of	  Communication	  
Format:	  	   Face-­‐to-­‐face	  (Audio-­‐recorded	  with	  spoken	  Cantonese	  and	  reproduced	  	  
	   	   into	  written	  English	  text)	  
Date:	  	   	   13/1/2015	  
Time:	  	   	   4.30pm	  -­‐	  5.45pm	  
Location:	  	   66	  Johnston	  Road,	  Wanchai,	  Hong	  Kong	  
	  
Questions	  	  
1.	  As	  a	  Chinese	  brand,	  how	  do	  you	  define	  the	  Chinese	  tropes	  from	  your	  (brand’s)	  
designs?	  Where	  can	  the	  audience	  find	  these	  signs	  from	  your	  (brand’s)	  designs?	  From	  
brand	  applications	  or	  communication?	  
	  
S:	  This	  new	  brand,	  Tang	  Tang	  Tang	  Tang,	  started	  in	  2013,	  and	  you	  took	  up	  an	  
important	  role	  as	  creative	  director…	  
	  
V:	  I	  actually	  started	  working	  here	  as	  a	  designer	  and	  was	  later	  promoted	  by	  my	  dad	  
(Sir	  David	  Tang)	  to	  the	  post	  of	  creative	  director.	  The	  main	  reason	  is	  that	  he	  did	  not	  
have	  enough	  time	  for	  this	  brand	  and	  I	  have	  many	  fresh	  ideas	  for	  the	  brand,	  so	  I	  
suggested	  that	  he	  allow	  me	  to	  take	  up	  the	  role	  of	  creative	  director	  so	  that	  I	  could	  
help	  to	  manage	  the	  shop	  when	  he	  was	  not	  around.	  
	  
S:	  At	  the	  beginning,	  how	  many	  people	  were	  part	  of	  the	  design	  team?	  
	  
V:	  Two	  people,	  my	  classmate	  at	  Central	  Saint	  Martins	  and	  myself.	  We	  had	  produced	  
over	  100	  SKUs	  (Stock	  Keeping	  Unit	  –	  a	  distinct	  item	  for	  sale)	  within	  a	  year.	  
	  
S:	  Did	  you	  start	  designing	  brand	  products	  before	  creating	  the	  brand	  identity?	  
	  
V:	  Creating	  the	  brand	  identity	  and	  branding	  were	  the	  first	  steps	  of	  start-­‐up	  process	  
that	  I	  was	  responsible	  for.	  The	  whole	  idea	  was	  originally	  from	  my	  dad	  (Sir	  David	  
Tang),	  who	  has	  good	  sense	  in	  interior	  design;	  he	  visualised	  the	  shop	  and	  
completed	  the	  interior	  design	  in	  three	  months	  without	  any	  blue	  print.	  He	  is	  very	  
good	  at	  that.	  
	  
S:	  So,	  he	  already	  has	  some	  initial	  ideas,	  can	  you	  describe	  this	  briefly?	  How	  did	  he	  give	  
you	  the	  brief?	  
	  
V:	  Actually,	  I	  did	  not	  need	  his	  brief,	  as	  I	  knew	  what	  he	  wanted.	  
	  
S:	  He	  must	  have	  had	  some	  thoughts	  for	  the	  market	  differentiation	  of	  this	  brand.	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V:	  We	  were	  providing	  some	  ideas	  and	  information	  about	  what	  the	  market	  is	  lacking,	  
as	  he	  does	  not	  engage	  in	  retail	  and	  online	  shopping	  as	  often	  as	  we	  do.	  We	  hoped	  
that	  he	  would	  listen	  to	  the	  younger	  generation	  regarding	  what	  the	  market	  has,	  
what	  it	  is	  lacking,	  and	  the	  actual	  demand;	  we	  also	  suggested	  how	  design	  could	  go	  
along	  with	  such	  market.	  Building	  up	  a	  brand	  requires	  a	  lot	  of	  efforts,	  and	  not	  just	  
a	  set	  of	  nice	  décor;	  we	  needed	  to	  attract	  people	  to	  come,	  visit,	  and	  get	  to	  know	  
the	  brand	  by	  word	  of	  mouth	  and	  so	  on.	  It	  is	  not	  easy	  even	  in	  a	  small	  place	  as	  Hong	  
Kong.	  Retail	  branding	  requires	  a	  lot	  of	  input,	  and	  there	  are	  many	  intelligent	  
consumers	  nowadays,	  who	  know	  what	  is	  worth	  it	  and	  what	  is	  not.	  They	  compare	  
different	  brands	  or	  go	  online	  to	  find	  out	  where	  they	  can	  get	  products	  at	  cheaper	  
prices.	  Our	  goal	  is	  to	  set	  a	  nice	  shop	  environment	  with	  a	  concept	  of	  a	  house	  and	  a	  
model	  apartment,	  which	  has	  a	  living	  room	  and	  a	  dining	  room.	  
	  
S:	  What	  was	  your	  suggestion	  regarding	  brand	  idea	  to	  your	  dad?	  
	  
V:	  He	  wanted	  to	  present	  a	  model	  apartment	  in	  the	  very	  first	  beginning;	  he	  may	  not	  
have	  been	  aware	  that	  there	  are	  many	  home	  accessories	  shops	  in	  Wan	  Chai	  district	  
and	  these	  shops	  use	  showrooms	  for	  display	  as	  well.	  We	  differentiated	  our	  
showroom	  by	  creating	  a	  nice	  environment	  and	  displaying	  various	  suggestions	  for	  
the	  home	  setting.	  For	  instance,	  some	  people	  place	  a	  rice	  cooker	  in	  the	  kitchen,	  
whilst	  others	  may	  place	  it	  in	  the	  living	  room.	  People	  store	  things	  in	  different	  
locations,	  such	  as	  placing	  the	  baby	  cots	  bed	  in	  parent’s	  bedroom	  instead	  of	  a	  
separate	  room.	  We	  looked	  for	  a	  nice	  shop	  with	  a	  vintage	  feel	  based	  on	  Western	  
culture.	  Based	  on	  his	  (Sir	  David	  Tang)	  brief	  (authentic	  sense)	  to	  build	  up	  a	  nice	  
house	  in	  terms	  of	  Chinese	  or	  Western	  cultures.	  
	  
S:	  This	  sounds	  quite	  board	  for	  home	  accessories	  products.	  	  
	  
V:	  Yes,	  it	  is	  very	  board	  because	  we	  do	  not	  want	  to	  restrict	  it	  as	  a	  fashion	  brand	  only,	  
like	  Shanghai	  Tang.	  The	  timeline	  of	  fashion	  is	  too	  short,	  and	  there	  is	  too	  much	  to	  
chase,	  so	  you	  cannot	  focus	  on	  the	  product	  (development)	  itself.	  You	  can	  only	  take	  
one	  step	  at	  a	  time,	  and	  cannot	  keep	  chasing	  many	  things	  all	  the	  time.	  It	  is	  too	  fast.	  
	  
S:	  It	  is	  too	  fast	  for	  a	  cycle.	  How	  about	  running	  a	  home	  accessories	  brand?	  
	  
V:	  A	  home	  accessories	  brand	  could	  introduce	  the	  ways	  to	  design	  the	  interior	  of	  your	  
home	  to	  newly	  wedded	  couples	  and	  families	  planning	  to	  buy	  their	  apartment	  who	  
may	  not	  want	  to	  buy	  the	  relatively	  cheaper	  but	  short-­‐lived	  products	  from	  Ikea.	  Or	  
maybe	  they	  would	  like	  to	  choose	  some	  items	  for	  purely	  the	  design	  aspect,	  e.g.	  




2.	  What	  are	  the	  delivered	  meaning/messages	  of	  these	  Chinese	  tropes?	  (Any	  
examples?)	  
	  
V:	  We	  would	  like	  to	  deliver	  the	  meaning	  of	  ‘Made	  by	  Chinese’.	  My	  father	  wanted	  to	  
do	  some	  silk	  pyjamas	  like	  those	  in	  Shanghai	  Tang.	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S:	  You	  mean	  products	  made	  with	  “silk”?	  
	  
V:	  Yes,	  silk.	  
	  
S:	  You	  start	  with	  the	  material?	  
	  
V:	  Yes,	  with	  the	  material…	  but	  frankly	  speaking,	  my	  father’s	  practices	  are	  focused	  on	  
F&B	  (Food	  and	  Beverages).	  He	  has	  many	  restaurants,	  and	  he	  might	  start	  up	  
Shanghai	  Tang	  brand	  without	  knowing	  anything	  about	  the	  retailing	  business.	  He	  
felt	  many	  people	  told	  him	  good	  things	  about	  Shanghai	  Tang.	  For	  him,	  only	  the	  
sales	  figures	  matter;	  but	  now	  we	  know	  that	  retailing	  is	  more	  than	  what	  we	  want	  
and	  what	  the	  consumers;	  we	  need	  a	  selling	  point	  for	  each	  product.	  Therefore,	  we	  
are	  doing	  the	  “Twelve	  zodiac”.	  The	  silk	  for	  making	  the	  “Twelve	  zodiac”	  is	  very	  
unique,	  we	  have	  to	  push	  (the	  idea),	  as	  they	  (brand	  decision	  maker/management)	  
would	  like	  to	  do	  “Double-­‐Fish”,	  “Double-­‐Happiness”,	  “Dragon	  and	  Phoenix”	  
patterns.	  But	  we	  have	  our	  resources,	  so	  why	  not	  create	  our	  own	  silk?	  That	  is	  how	  
the	  silk	  pyjamas	  were	  created.	  
	  
S:	  Is	  there	  a	  full	  set	  of	  the	  “Twelve	  zodiac”	  signs?	  
	  
V:	  Yes,	  a	  full	  set	  and	  a	  book	  of	  all	  our	  patterns	  is	  placed	  over	  there	  (pointed	  to	  a	  
display	  desktop).	  We	  even	  set	  our	  color	  tone	  with	  “emperor	  golden-­‐yellow”,	  
“concrete-­‐grey”,	  and	  “ivory-­‐white”.	  In	  terms	  of	  the	  colors,	  “concrete-­‐grey”	  and	  
“ivory-­‐white”	  are	  so	  very	  Chinese,	  as	  is	  “mid-­‐night-­‐blue”.	  Instead	  using	  black,	  we	  
decided	  to	  use	  “mid-­‐night-­‐blue”	  which	  is	  also	  a	  very	  deep	  and	  rich	  color.	  
	  
S:	  So,	  these	  color	  combinations	  are	  the	  main	  colors	  of	  the	  brand.	  
	  
V:	  Yes,	  these	  form	  the	  identity	  of	  the	  brand.	  
	  
S:	  Where	  can	  we	  normally	  find	  these	  signature	  patterns	  or	  symbols?	  Such	  as	  the	  
brand	  color	  and	  the	  “Twelve	  zodiac”	  signature	  theme.	  
	  
V:	  We	  normally	  modernise	  the	  elements	  and	  apply	  them	  to	  our	  products.	  
	  
S:	  Are	  they	  normally	  applied	  to	  the	  products?	  
	  
V:	  Yes,	  they	  are.	  
	  
S:	  How	  about	  the	  shop?	  
	  
V:	  Yellow	  and	  ivory	  are	  the	  main	  colors	  in	  the	  interior	  design	  of	  the	  shop.	  These	  
colors	  are	  very	  neutral,	  very	  warm,	  and	  very	  Chinese.	  Chinese	  can	  be	  represented	  
by	  different	  colors,	  like	  the	  “concrete-­‐grey”	  of	  the	  buildings	  and	  the	  solid	  outer	  
walls	  in	  the	  architecture	  in	  Beijing;	  then,	  we	  have	  the	  warm	  “yellow”	  color,	  which	  
is	  similar	  to	  the	  skin	  tone	  of	  the	  Chinese.	  This	  is	  how	  we	  started	  using	  Chinese	  
aspects	  to	  recreate	  something	  and	  to	  market	  it	  in	  that	  sense.	  Our	  color	  scheme	  of	  
“grey”	  and	  “yellow”	  very	  well	  represents	  “Chinese”	  and	  we	  hope	  to	  modernise	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the	  Chinese	  (style),	  not	  by	  using	  a	  lattice	  pattern	  or	  the	  red	  color.	  You	  know	  we	  
can	  use	  cell	  phones	  in	  different	  colors;	  we	  can	  use	  zodiac	  in	  a	  graphic	  style	  of	  
origami,	  not	  in	  a	  traditional	  way,	  and	  also	  could	  try	  a	  cartoon	  and	  proactive	  style.	  
	  
S:	  You	  meant	  change	  a	  bit	  to	  modernise	  it?	  
	  
V:	  Yes.	  We	  Chinese	  culture	  has	  a	  long	  (long)	  history.	  Back	  in	  the	  silk-­‐route	  period	  and	  
Emperor	  Wang’s	  period,	  silk	  was	  very	  (very)	  popular.	  Why	  can’t	  we	  change	  
people’s	  point	  of	  view	  of	  “Made	  in	  China”.	  This	  tag	  need	  represent	  low	  quality;	  
“Made	  in	  China”	  products	  could	  also	  have	  very	  (very)	  good	  quality	  at	  a	  very	  good	  
price.	  So,	  we	  try	  to	  make	  people	  understand	  that	  “Made	  in	  China”	  does	  not	  mean	  
bad	  quality.	  
	  
S:	  For	  example,	  regarding	  the	  “Twelve	  zodiac”	  that	  you	  mentioned,	  do	  you	  want	  to	  
keep	  their	  original	  meaning	  from	  thousands	  of	  years	  ago	  when	  these	  symbols	  
were	  used	  as	  ornaments?	  Or	  do	  you	  want	  to	  make	  the	  collection	  sustainable?	  
	  
V:	  Yes,	  we	  do.	  It	  is	  how	  we	  do	  the	  marketing.	  I	  am	  also	  responsible	  for	  the	  marketing,	  
so	  I	  need	  to	  know	  this	  as	  well.	  Many	  people	  comment	  that	  Shanghai	  Tang	  is	  a	  
brand	  that	  “cheats	  foreigners”.	  
	  
S:	  Is	  this	  the	  people’s	  perception?	  
	  
V:	  Yes,	  it	  is.	  No	  Chinese	  would	  admire	  the	  stuff	  with	  Chinese	  tropes	  and	  only	  
foreigners	  would	  find	  the	  “Twelve	  zodiac”	  intriguing.	  But	  my	  view	  is	  that	  “Twelve	  
zodiac”	  could	  be	  really	  cool;	  it	  all	  depends	  on	  how	  I	  would	  want	  to	  wear	  the	  
“Twelve	  zodiac”.	  How	  would	  I	  choose	  the	  right	  zodiac	  to	  wear	  on	  every	  Chinese	  
New	  Year?	  This	  is	  the	  way	  we	  sell	  it	  to	  the	  Chinese	  people.	  As	  far	  as	  the	  foreigners	  
are	  concerned,	  we	  simply	  suggest	  they	  wear	  the	  zodiac	  sign	  they	  are,	  such	  as	  the	  
year	  of	  the	  rat,	  and	  then	  wear	  something	  with	  rat	  signs.	  For	  the	  Chinese	  born	  in	  
the	  year	  of	  the	  rat,	  a	  cow	  would	  be	  the	  sign	  for	  good	  fortune	  in	  the	  coming	  year,	  
so	  we	  would	  suggest	  they	  wear	  pieces	  with	  cow	  signs	  or	  buy	  some	  new	  clothes,	  
new	  underwear,	  or	  new	  pyjamas	  for	  the	  New	  Year.	  Sorry…	  (phone	  rings).	  Yes,	  It	  is	  
how	  one	  product	  can	  have	  different	  meanings	  in	  different	  cultures,	  and	  we	  try	  not	  
go	  the	  East	  meet	  West	  way,	  which	  is	  outdated;	  we	  prefer	  one	  product	  with	  
different	  meaning	  like	  speak	  multi-­‐languages.	  
	  
S:	  So,	  the	  Chinese	  tropes	  have	  some	  deeper	  meanings?	  
	  
V:	  Yes,	  it	  is	  just	  how	  you	  present	  (propose	  to	  sell)	  it	  and	  how	  you	  create	  it.	  
	  
S:	  So,	  they	  are	  used	  not	  on	  the	  surface	  level	  but	  in	  a	  more	  defined	  way?	  
	  
V:	  Definitely.	  If	  we	  were	  to	  make	  these	  more	  general,	  we	  would	  be	  doing	  ourselves	  a	  
huge	  favour.	  We	  don’t	  have	  products	  meant	  only	  for	  Chinese	  or	  only	  for	  
foreigners,	  but	  we	  want	  our	  products	  to	  be	  accessible	  by	  everyone	  and	  to	  have	  
some	  meaning	  to	  them.	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3.	  Can	  you	  share	  the	  design	  process	  of	  your	  (brand’s)	  design	  (Chinese	  tropes),	  from	  
inspiration,	  research	  to	  design.	  Without	  any	  theme	  and	  you	  are	  now	  have	  to	  create	  
some	  product	  and	  get	  inspiration,	  by	  knowing	  that	  the	  theme	  would	  based	  on	  
Chinese	  as	  this	  is	  a	  Chinese	  brand.	  How	  important	  for	  your	  customers	  to	  
understand	  the	  connotation	  of	  the	  Chinese	  tropes?	  
	  
V:	  I	  try	  to	  avoid	  looking	  at	  Chinese	  stuff.	  I	  get	  inspiration	  from	  books	  and	  antique	  
furniture.	  
	  
S:	  Antiques?	  Where	  are	  the	  antiques	  from?	  
	  
V:	  We	  can	  see	  how	  beautiful	  Chinese	  antique	  furniture	  is;	  the	  handcraftsmanship	  
was	  excellent	  at	  that	  time.	  For	  instance,	  when	  we	  do	  photo	  frames,	  we	  get	  
inspiration	  from	  the	  wooden	  and	  engraved	  furniture.	  So,	  we	  don’t	  need	  to	  search	  
for	  references	  of	  photo	  frames,	  instead	  we	  would	  look	  into	  architecture	  and	  
furniture;	  I	  view	  the	  real	  objects,	  deconstruct,	  and	  reconstruct	  our	  product,	  or	  
reserve	  the	  core	  element	  for	  deployment.	  This	  is	  the	  way	  I	  do	  the	  designs.	  We	  
have	  two	  more	  designers;	  one	  is	  from	  Central	  Saint	  Martins	  and	  the	  other	  one	  is	  
from	  Savannah	  College	  of	  Art	  and	  Design.	  We	  share	  and	  talk	  about	  everything,	  so	  I	  
can	  see	  the	  differences	  between	  them.	  They	  normally	  search	  for	  inspiration	  
online,	  and	  I	  try	  to	  discourage	  them	  from	  going	  online.	  
	  
S:	  But,	  they	  can	  look	  into	  Chinese	  antique	  furniture	  online.	  
	  
V:	  Yes,	  but	  everyone	  can	  find	  that	  online.	  Look	  at	  the	  catalogues	  from	  Christie’s	  long	  
time	  ago,	  something	  we	  don’t	  usually	  see	  and	  that	  is	  beautiful	  and	  that	  is	  worth	  
seeing.	  In	  fact,	  we	  have	  many	  inspirational	  pieces	  of	  furniture	  and	  architecture.	  I	  
find	  looking	  at	  something	  totally	  different	  to	  get	  inspiration	  and	  deconstructing	  
and	  reconstructing	  that	  inspiration	  to	  create	  our	  products	  as	  something	  more	  
meaningful.	  
	  
S:	  Do	  all	  designers	  work	  together	  in	  one	  project	  and	  get	  inspiration	  separately?	  Or	  do	  
they	  work	  on	  different	  projects	  individually?	  
	  
V:	  No,	  definitely	  not.	  It	  is	  far	  too	  time	  consuming.	  I	  normally	  lead	  them	  and	  tell	  them	  
what	  we	  need	  to	  be	  looking	  at,	  as	  I	  am	  constantly	  feeding	  my	  mind	  with	  
inspiration.	  I	  am	  not	  only	  designing	  products	  for	  this	  brand,	  as	  sometimes	  
someone	  would	  want	  to	  collaborate	  with	  me;	  even	  for	  my	  photography,	  I	  need	  to	  
get	  inspiration.	  I	  have	  an	  inspiration	  book,	  and	  I	  reserve	  this	  for	  particular	  use.	  So,	  
I	  am	  the	  kind	  of	  person	  who	  would	  go	  and	  buy	  magazines	  every	  single	  week.	  
	  
S:	  Is	  that	  a	  cut	  and	  paste	  style?	  
	  
V:	  Yes,	  there	  are	  a	  lot	  cut	  and	  paste	  pieces,	  and	  then	  I	  stick	  them	  onto	  the	  books	  and	  
write	  down	  some	  ideas.	  My	  husband	  calls	  me	  “hoarder”,	  as	  I	  pile	  up	  things	  that	  no	  
one	  else	  could	  understand.	  It	  really	  is	  like	  a	  board	  of	  inspiration	  where	  I	  try	  to	  
communicate	  my	  idea	  through.	  
	  
	  
	  	  330	  
S:	  But	  then	  you	  may	  find	  it	  difficult	  to	  search	  for	  information	  if	  you	  do	  not	  use	  
digitalization.	  
	  
V:	  Yes,	  I	  know.	  But	  I	  am	  looking	  for	  a	  system	  to	  help	  me	  on	  this.	  I	  mean…I	  hope	  I	  can	  
do	  it;	  I	  normally	  would	  share	  some	  file	  and	  write	  down	  like	  “These	  are	  great	  for	  
shop	  window	  display”.	  I	  mean	  I	  try	  to	  share	  as	  much	  as	  I	  can,	  but	  that	  is	  out	  of	  my	  
control	  whether	  other	  designers	  can	  see	  it.	  So,	  I	  want	  them	  (the	  two	  designers)	  
also	  start	  thinking	  or	  brainstorming	  before	  I	  can	  explain	  my	  idea	  to	  them.	  The	  idea	  
that	  I	  come	  up	  with	  may	  not	  be	  fit	  for	  the	  purpose,	  and	  their	  ideas	  may	  be	  better.	  
Then,	  we	  have	  a	  meeting	  to	  discuss	  our	  ideas	  and	  what	  we	  have	  seen	  so	  far.	  
That’s	  why	  I	  always	  say,	  “You	  have	  to	  constantly	  feed	  your	  mind”,	  
feed…feed…feed!	  
	   	   	  
S:	  So,	  the	  designers	  are	  free	  to	  create	  using	  any	  inspiration	  when	  a	  project	  starts,	  is	  
that	  right?	  
	  
V:	  Yes,	  we	  are	  free	  (open-­‐minded).	  Nothing	  is	  imposed	  as	  long	  as	  the	  product	  fits	  the	  
budget	  and	  practicality.	  The	  design	  has	  to	  be	  practical	  and	  not	  just	  imaginative.	  It	  
is	  important	  for	  the	  product	  to	  be	  practical	  and	  producible;	  I	  try	  not	  to	  dismiss	  the	  
ideas.	  If	  I	  restrict	  them	  (the	  designers)	  to	  do	  it	  (the	  design)	  within	  a	  parameter,	  as	  
a	  creative	  person,	  you	  will	  be	  …	  suffering	  a	  lot.	  Because	  it	  would	  be	  like	  placing	  
you	  in	  a	  box,	  while	  you	  are	  being	  told	  to	  think	  outside	  the	  box.	  Why	  are	  
jewelleries	  are	  made	  of	  gold	  and	  silver?	  Why	  can’t	  we	  use	  other	  things	  like	  acrylic,	  
yes	  may	  be	  acrylic…	  you	  know,	  I	  need	  answers	  to	  why	  not.	  
	  
	  
4.	  How	  do	  you/your	  brand	  collect	  the	  cultural	  knowledge	  in	  the	  research	  process	  of	  
design?	  
	  
S:	  Once	  all	  of	  you	  agree	  that	  an	  inspiration	  is	  interesting,	  but	  you	  find	  out	  there	  is	  not	  
enough	  information;	  then,	  how	  would	  you	  conduct	  research	  for	  the	  next	  step?	  
	  
V:	  Yes,	  we	  need	  to	  do	  our	  research.	  As	  designers	  and	  as	  a	  team,	  we	  come	  up	  with	  a	  
couple	  of	  items	  (designs)	  and	  leave	  others	  aside	  for	  later.	  Then,	  we	  do	  our	  
research	  and	  check	  if	  the	  ideas	  have	  been	  used	  by	  other	  brands,	  online	  and	  
overseas.	  If	  we	  find	  the	  same	  ideas,	  then	  we	  will	  check	  the	  price,	  as	  our	  prices	  
need	  to	  be	  competitive.	  We	  are	  competing	  with	  online	  retailers,	  we	  are	  
competing	  with	  Hong	  Kong,	  we	  are	  competing	  with	  China,	  and	  we	  are	  competing	  
with	  the	  world.	  People	  may	  not	  know	  what	  the	  selling	  point	  (for	  this	  product)	  of	  
my	  marketing	  plan	  is,	  and	  unless	  I	  have	  a	  selling	  point	  to	  sell	  to	  people;	  what	  so	  
interesting	  about	  our	  products,	  such	  as	  “Zodiac”,	  or	  let’s	  say	  a	  side	  pen,	  everyone	  
has	  a	  side	  pen,	  what	  you	  provide	  is	  an	  image	  (when	  you	  use	  the	  product)	  as	  a	  
total	  look.	  A	  lot	  of	  people	  go	  to	  a	  fashion	  show	  and	  say,	  “I	  want	  this	  look!”	  They	  
appreciate	  that	  look.	  As	  a	  retailer,	  you	  have	  to	  deliver	  that	  message	  across,	  
instead	  of	  products	  with	  no	  ideas	  for	  people	  to	  display	  in	  their	  own	  way.	  Like	  we	  
would	  unpack	  and	  light	  up	  lamp,	  and	  display	  it	  properly	  at	  the	  table	  setting	  for	  
sale.	  The	  better	  sale	  of	  a	  lamp	  is	  to	  switch	  it	  ‘on’	  instead	  of	  just	  putting	  in	  a	  box	  
with	  a	  sticker.	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S:	  In	  that	  situation	  …	  Sorry.	  
	  
V:	  I	  think	  I	  went	  out	  of	  the	  context.	  Yes,	  we	  are	  talking	  about	  research,	  we	  would	  
check	  whether	  there	  is	  any	  other	  brand	  doing	  the	  same	  things;	  we	  then	  discuss	  
with	  the	  merchandisers.	  
	  
S:	  Yes,	  I	  would	  like	  to	  ask	  if	  you	  have	  any	  marketing	  team	  at	  this	  stage?	  
	  
V:	  The	  marketing	  manager	  and	  I	  come	  up	  with	  some	  ideas,	  and	  I	  play	  another	  role	  as	  
visual	  merchandiser.	  
	  
S:	  Do	  you	  come	  up	  with	  all	  the	  detailed	  analysis	  in	  a	  marketing	  report?	  
	  
V:	  We	  don’t	  believe	  in	  it.	  I	  have	  to	  do	  all	  that.	  I	  mean	  I	  do	  that	  because	  people	  may	  
not	  do	  it	  comprehensively	  even	  you	  ask	  them	  to	  do	  so.	  I	  do	  a	  lot	  of	  “behind-­‐the-­‐
scene”	  work.	  Sometimes,	  I	  need	  not	  get	  involved	  but	  I	  want	  to	  know	  the	  whole	  
process.	  I	  read	  as	  many	  annual	  reports	  and	  predictions	  as	  I	  could	  this	  year	  and	  in	  
the	  last	  year.	  It	  is	  good	  for	  me	  to	  know	  all	  these	  things	  as	  well.	  I	  learn	  about	  the	  
trend	  nowadays	  through	  WeChat,	  as	  such	  this	  channel	  is	  very	  (very)	  popular	  in	  the	  
China	  market.	  They	  (the	  marketers)	  may	  not	  know	  all	  these	  things	  and	  they	  may	  
not	  believe	  me,	  so	  I	  print	  out	  a	  copy	  for	  them	  to	  read	  when	  they	  have	  time.	  I	  like	  
to	  have	  sufficient	  backing	  (information)	  to	  back	  my	  idea	  and	  to	  back	  what	  I	  am	  
saying	  instead	  of	  basing	  my	  ideas	  on	  just	  a	  dream	  or	  gossip.	  I	  don’t	  like	  rumours,	  
but	  I	  like	  to	  have	  evidence	  for	  my	  idea	  or	  what	  I	  am	  saying.	  
	  
S:	  Then	  why	  don’t	  you	  hire	  a	  marketing	  agent	  from	  mainland	  China?	  
	  
V:	  My	  father	  didn’t	  believe	  in	  this.	  You	  know,	  for	  the	  marketing	  agent,	  it	  is	  hard	  for	  
them	  to…you	  can’t	  really	  measure	  the	  result.	  It	  is	  not	  easy	  to	  measure	  the	  result	  
of	  marketing	  strategies,	  as	  you	  cannot	  claim	  it	  is	  the	  marketing	  team’s	  effort	  
when	  the	  profit	  grows	  up	  a	  certain	  per	  cent.	  A	  good	  result	  may	  not	  necessarily	  be	  
the	  result	  of	  hiring	  a	  particular	  marketing	  team;	  it	  could	  be	  the	  result	  of	  good	  
promotion,	  and	  sufficient	  store	  promotion.	  The	  scenarios	  are	  too	  board	  (and	  hard	  
to	  judge).	  
	  
S:	  So,	  they	  (the	  marketing	  people)	  provide	  you	  a	  situation	  analysis,	  and	  you	  have	  to	  
follow-­‐up	  the	  rest?	  
	  
V:	  Actually,	  you	  can	  find	  all	  this	  online.	  Basically,	  they	  break	  it	  down	  for	  me.	  
	  
S:	  This	  is	  such	  a	  simple	  procedure	  (in	  marketing)	  for	  the	  brand.	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5.	  Who	  is	  the	  core	  target	  market	  of	  your	  brand?	  Do	  you	  think	  the	  brand	  design	  also	  fits	  
in	  the	  lifestyle	  of	  the	  overseas	  market?	  Why?	  
	  
S:	  Did	  you	  have	  a	  specific	  target	  market	  at	  the	  beginning?	  
	  
V:	  Yes,	  we	  did.	  It	  is	  hard	  to	  say…what	  we	  sell	  and	  to	  whom	  we	  would	  like	  to	  sell,	  as	  
the	  actual	  customers	  are	  totally	  different;	  these	  are	  two	  different	  numbers	  (of	  
people)	  in	  reality.	  
	  
S:	  Who	  is	  the	  original	  target	  market?	  
	  
V:	  Well,	  according	  to	  the	  marketing	  plan,	  we	  want	  to	  target	  the	  middle	  class	  Chinese	  
because	  their	  spending	  power	  is	  increasing.	  
	  
S:	  This	  target	  group	  is	  defined	  on	  your	  website	  and	  other	  media.	  
	  
V:	  Yes,	  it	  is.	  However,	  there	  are	  many	  reasons	  behind	  this;	  may	  be	  it	  is	  just	  destiny.	  
We	  actually	  get	  older	  (in	  age)	  customers	  like	  those	  customers	  from	  Shanghai	  
Tang,	  you	  may	  call	  them	  expert	  or	  foreign-­‐based	  people,	  as	  this	  brand	  is	  located	  in	  
an	  expert	  area.	  These	  customers	  don’t	  mind	  paying	  a	  high	  price	  for	  high-­‐quality	  
products.	  Many	  people	  are	  hesitant	  to	  visit	  our	  store,	  as	  they	  think	  this	  brand	  sells	  
expensive	  products,	  but	  actually,	  our	  products	  are	  cheap	  with	  value	  for	  money.	  
Cheap	  products	  are	  not	  necessary	  only	  find	  in	  grocery	  shops;	  they	  could	  look	  nice	  
and	  can	  be	  found	  here	  in	  a	  nice	  shop.	  We	  hope	  to	  deliver	  such	  a	  message,	  but	  the	  
flow	  of	  passengers	  (in	  Wan	  Chai)	  is	  not	  as	  much	  as	  in	  Central.	  So,	  it	  is	  difficult	  to	  
spread	  the	  brand’s	  popularity.	  
	  
S:	  You	  think	  the	  store	  location	  has	  changed	  your	  customer	  group?	  
	  
V:	  Location	  is	  one	  of	  the	  reasons;	  the	  second	  reason	  could	  be	  the	  products,	  and	  the	  
third	  reason	  could	  be	  that	  our	  products	  are	  not	  suitable	  for	  certain	  age	  groups	  of	  
the	  target	  market.	  For	  instance,	  the	  products	  for	  babies	  must	  have	  a	  fun	  element;	  
they	  are	  good	  as	  gifts	  for	  young	  mothers.	  I	  have	  many	  friends	  who	  have	  babies;	  
we	  give	  gift	  them	  these	  products.	  But,	  if	  you	  want	  to	  hit	  the	  target	  market	  of	  
middle	  class	  Chinese,	  then	  you	  must	  give	  them	  fashion.	  It	  is	  statistically	  proven	  
that	  they	  spend	  a	  lot	  of	  money	  on	  fashion,	  both	  online	  and	  retail	  fashion,	  and	  
even	  foreign	  brands.	  So,	  this	  brand	  is	  not	  included	  all	  these	  elements,	  as	  this	  is	  a	  
local	  (Hong	  Kong)	  brand.	  Look	  at	  Shang	  Xia	  (a	  fashion	  and	  home	  accessories	  brand	  
in	  Shanghai),	  a	  brand	  under	  Hermés,	  it	  is	  not	  doing	  well.	  Why?	  It	  is	  because	  of	  the	  
same	  reason.	  Chinese	  do	  not	  believe	  in	  Chinese	  products,	  and	  they	  do	  not	  want	  to	  
buy	  domestic	  (local)	  products.	  Of	  course,	  this	  (the	  fact)	  is	  changing.	  Obviously,	  
people	  do	  support	  the	  small	  boutique	  shops	  in	  Shanghai.	  
	  
S:	  Could	  you	  give	  an	  example	  of	  such	  a	  brand?	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V:	  In	  Shanghai?	  There	  is	  a	  small	  lane	  that	  is	  full	  of	  boutique	  shops	  right	  next	  to	  Plaza	  
66.	  They	  sell	  handicrafts	  and	  handmade	  products	  under	  their	  own	  brand	  name.	  
Most	  of	  them	  (the	  designers)	  are	  overseas	  graduates	  who	  started	  their	  designer	  
brands,	  which	  may	  not	  be	  world-­‐class	  brands,	  but	  their	  consumers	  know	  very	  well	  
what	  they	  are	  looking	  for.	  One	  group	  of	  middle	  class	  consumers	  is	  fond	  of	  niche	  
products,	  not	  only	  Louis-­‐Vuitton	  but	  also	  smaller	  brand	  names.	  Even	  in	  Paris,	  you	  
see	  people	  discovering	  new	  brands.	  I	  have	  friends	  who	  go	  on	  shopping	  trips,	  and	  
they	  find	  random	  designers	  in	  whom	  they	  see	  great	  potential.	  So,	  they	  open	  
shops	  in	  Britain	  and	  engage	  in	  wholesale	  deals	  with	  these	  brands.	  These	  
entrepreneurs	  target	  the	  middle	  class	  group	  that	  is	  looking	  for	  something	  new	  
and	  fresh.	  Another	  group	  of	  middle	  class	  consumers	  loves	  to	  show	  off,	  especially	  
the	  comparatively	  older	  age	  group	  professionals	  who	  have	  their	  own	  families.	  But	  
this	  group	  is	  beginning	  to	  fade	  out,	  as	  they	  will	  not	  be	  able	  to	  afford	  expensive	  
products	  all	  the	  time.	  
	  
S:	  Are	  any	  groups	  of	  these	  Chinese	  consumers	  changing	  fast?	  
	  
V:	  Yes,	  they	  are.	  There	  are	  different	  kinds	  of	  consumers	  within	  the	  age	  group	  of	  25	  
and	  35	  years.	  Even	  with	  a	  monthly	  salary	  of	  ¥9,000	  (¥	  (yuan)	  –	  Chinese	  currency)	  
or	  below	  ¥10,000,	  which	  is	  what	  most	  of	  these	  people	  earn,	  they	  still	  spend	  on	  
different	  things.	  Some	  people	  spend	  generously	  on	  dining.	  Some	  people	  spend	  on	  
weddings,	  while	  others	  spend	  on	  grocery	  or	  clothing.	  There	  are	  so	  many	  different	  
ranges	  within	  this	  group.	  The	  home	  accessories	  segment	  is	  more	  stable	  even	  as	  
time	  passes.	  A	  good	  home	  accessory	  such	  as	  a	  lamp	  could	  last	  a	  couple	  of	  years.	  
But	  the	  people	  chasing	  fashion	  will	  keep	  chasing	  fashion.	  
	  
S:	  But	  your	  customers	  would	  also	  expect	  new	  products	  and	  look	  forward	  to	  some	  
fresh	  ideas.	  
	  
V:	  Yes,	  we	  try	  to	  create	  new	  items.	  We	  hope	  that	  more	  shops	  would	  help	  to	  display	  
our	  products	  and	  deliver	  in	  various	  feels	  (settings).	  I	  will	  be	  going	  to	  shoot	  a	  front	  
page	  (for	  a	  print	  advert),	  which	  has	  a	  very	  neutral	  theme,	  like	  in	  a	  hotel	  full	  of	  
beige	  and	  black	  and	  white	  colors.	  I	  will	  take	  pictures	  of	  some	  of	  the	  lamps	  (of	  this	  
brand).	  But	  now,	  we	  need	  to	  show	  another	  perspective,	  i.e.	  the	  showroom.	  For	  
instance,	  Ikea	  has	  a	  special	  kid’s	  room	  section	  in	  its	  catalogues.	  We	  obviously	  do	  
not	  have	  so	  many	  products,	  but	  we	  want	  to	  try	  to	  send	  the	  message	  that	  “you	  
don’t	  have	  to	  have	  a	  fancy	  apartment	  like	  this,	  as	  this	  is	  not	  an	  ordinary	  
apartment”.	  So,	  I	  am	  responsible	  for	  promoting	  our	  products	  in	  a	  more	  realistic	  
way.	  For	  my	  own	  apartment,	  I	  can	  buy	  a	  lamp;	  but	  when	  you	  go	  into	  this	  shop,	  
you	  may	  not	  able	  to	  imagine	  how	  well	  these	  products	  can	  be	  displayed	  in	  your	  
own	  apartment.	  So,	  I	  have	  to	  deliver	  such	  images,	  as	  people	  are	  attracted	  by	  
distinctive	  images.	  I	  am	  using	  social	  media	  in	  order	  to	  target	  younger	  consumers	  
by	  word-­‐of-­‐mouth	  to	  spread	  the	  brand	  name.	  
	  
S:	  At	  the	  moment,	  what	  are	  the	  different	  promotional	  strategies	  that	  the	  brand	  is	  
using?	  Like	  websites,	  etc.	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V:	  Yes,	  websites	  and	  eDM	  (electronic	  direct	  mailing),	  Facebook,	  Instagram,	  etc.	  But	  
we	  keep	  it	  minimal	  as	  I	  am	  afraid	  of	  going	  out	  of	  control.	  I	  have	  to	  pay	  more	  
attention,	  especially	  when	  our	  brand	  image	  is	  not	  so	  distinctive	  and	  is	  not	  easy	  to	  
control	  how	  other	  people	  show	  our	  products	  in	  Instagram.	  It	  is	  a	  difficult	  task,	  as	  I	  
do	  not	  want	  others	  suppressing	  our	  brand	  products	  for	  their	  own	  promotion.	  
There	  are	  some	  other	  companies	  out	  there	  that	  are	  in	  lower	  standard,	  we	  want	  to	  
differentiate	  from	  them	  and	  in	  control	  in	  promotion.	  
	  
S:	  So,	  at	  this	  stage,	  the	  brand	  is	  engaged	  in	  the	  creating	  a	  database?	  
	  
V:	  Yes,	  if	  we	  can	  maintain	  our	  customer	  loyalty,	  then	  what	  we	  are	  doing	  is	  good,	  at	  
least,	  for	  now.	  Alexandra,	  our	  marketing	  manager,	  and	  I	  are	  responsible	  for	  
pushing	  for	  (more)	  cooler	  things.	  Like	  sometimes	  I	  wear	  my	  nightwear	  t-­‐shirt	  with	  
jeans,	  with	  the	  hope	  of	  having	  this	  look	  shot.	  We	  have	  an	  upcoming	  interview	  
with	  Vogue	  China	  and	  I	  hope	  to	  push	  for	  more	  outstanding	  styles	  to	  deliver	  a	  
different	  message,	  and	  I	  hope	  a	  message	  can	  be	  delivered	  for	  every	  single	  
product.	  
	  
S:	  Does	  your	  brand	  launch	  products	  quarterly?	  
	  
V:	  We	  try	  to	  do	  this	  on	  a	  yearly	  basis	  and	  we	  try	  to	  limit	  the	  shelf	  life	  within	  this	  
period.	  We	  launch	  new	  products	  after	  the	  old	  ones	  are	  sold.	  
	  
S:	  What	  is	  the	  length	  of	  this	  cycle?	  
	  
V:	  One	  year,	  and	  it	  is	  a	  very	  quick	  cycle.	  
	  
S:	  Are	  new	  products	  produced	  periodically	  within	  one	  year?	  
	  
V:	  Yes.	  Like	  in	  the	  coming	  Chinese	  New	  Year,	  we	  will	  be	  producing	  a	  silk	  wadding	  quilt	  
(a	  typical	  Chinese	  style	  quilt	  for	  the	  winter)	  (丝绵被). 
	  
S:	  Do	  you	  sell	  products	  for	  special	  occasions?	  
	  
V:	  Yes,	  we	  have	  a	  marketing	  strategy	  for	  planning	  products	  for	  any	  particular	  
occasions.	  For	  instance,	  we	  use	  the	  red	  color	  for	  products	  launched	  in	  the	  Chinese	  
New	  Year,	  e.g.	  the	  red	  rice	  cooker.	  It	  takes	  some	  time	  for	  the	  consumers	  to	  realise	  
that	  a	  new	  product	  is	  available	  in	  the	  market.	  We	  also	  feature	  the	  new	  products	  in	  
magazines,	  but	  the	  consumers	  will	  not	  take	  action	  immediately.	  The	  greater	  the	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6.	  How	  do	  you/your	  brand	  help	  the	  targeted	  customer	  to	  understand	  the	  Chinese	  
tropes	  in	  your	  (brand’s)	  designs?	  
	  
S:	  For	  instance,	  you	  said	  the	  “Twelve	  zodiac	  signs”	  can	  be	  used	  to	  resolve	  problems	  
faced	  by	  particular	  people	  born	  in	  a	  particular	  year.	  How	  do	  you	  promote	  this?	  
	  
V:	  The	  front	  staffs	  of	  the	  store	  are	  briefed	  on	  how	  they	  can	  get	  to	  know	  the	  
customers.	  I	  always	  say:	  You	  guys	  are	  the	  soldiers	  who	  fight	  the	  war;	  you	  are	  at	  
the	  front	  line.	  The	  most	  important	  thing	  in	  retail	  is	  staffing.	  The	  sales	  staffs	  are	  the	  
most	  important	  people	  in	  any	  retail	  shop.	  
	  
S:	  But,	  this	  is	  possible	  only	  if	  the	  consumer	  walks	  into	  the	  shop	  and	  gets	  the	  
information	  from	  the	  staff.	  Is	  there	  any	  other	  promotion	  strategy?	  
	  
V:	  We	  hope	  to	  deliver	  the	  message	  by	  creating	  an	  image.	  As	  many	  people	  see	  our	  
brand	  and	  say,	  “That’s	  cool!”	  For	  instance,	  we	  have	  a	  gift	  set	  for	  kids.	  Many	  
people	  come	  in	  and	  say,	  “Oh,	  my	  friend	  is	  getting	  married,	  what	  should	  I	  get	  
him/her?”	  I	  always	  say,	  “A	  pair	  of	  silk	  zodiac	  pyjamas!	  Check	  out	  the	  couple’s	  
zodiac”;	  you	  can	  also	  choose	  different	  colors.	  Choose	  white	  color	  for	  a	  sense	  of	  
“lux”	  (luxury)	  on	  the	  wedding	  night.	  You	  may	  not	  buy	  these	  for	  yourself;	  however,	  
they	  are	  perfect	  for	  gifting.	  You	  can	  choose	  the	  white	  color	  for	  both,	  and	  if	  one’s	  
zodiac	  is	  rat	  and	  the	  other’s	  is	  cow,	  you	  can	  even	  mix	  and	  match.	  
	  
S:	  How	  do	  you	  deliver	  the	  deeper	  meaning,	  like	  in	  the	  zodiac	  case?	  
	  
V:	  Yes,	  I	  wrote	  a	  note	  to	  the	  customers	  last	  year.	  
	  
S:	  Not	  many	  people	  have	  this	  knowledge,	  so	  is	  it	  a	  selling	  point	  for	  your	  brand	  to	  be	  
an	  expert	  of	  Chinese	  cultural	  knowledge?	  
	  
V:	  It	  depends.	  Many	  foreign	  customers	  would	  not	  understand	  the	  meanings	  even	  you	  
explain	  to	  them,	  and	  they	  may	  not	  buy	  it.	  I	  could	  explain	  the	  details	  to	  my	  friends	  
and	  aunties,	  and	  my	  mother	  would	  also	  help	  explain	  the	  basic	  ideas	  to	  others.	  In	  
fact,	  silk	  is	  a	  kind	  of	  a	  luxury,	  and	  I	  found	  it	  easier	  to	  sell	  it	  to	  the	  younger	  
generation;	  the	  customers	  from	  the	  older	  generation	  know	  very	  well	  what	  they	  
want	  and	  they	  have	  most	  of	  the	  things	  anyway.	  I	  may	  use	  eDM	  to	  promote	  this	  
idea	  in	  written	  Chinese	  to	  remind	  people	  that	  this	  year	  is	  the	  year	  of	  rat,	  as	  even	  
the	  people	  in	  my	  office	  forget	  this.	  I	  am	  rather	  particular	  about	  the	  zodiac	  signs.	  
People	  from	  the	  office	  take	  my	  advice	  on	  Feng	  Shui	  for	  good	  health.	  It	  is	  good	  to	  
know,	  as	  this	  is	  a	  form	  of	  Chinese	  cultural	  knowledge.	  If	  your	  zodiac	  sign	  is	  against	  
a	  god,	  then	  you	  need	  to	  wear	  a	  sign	  (for	  protection).	  I	  have	  got	  one	  too,	  as	  my	  
zodiac	  sign	  is	  against	  the	  god	  of	  this	  year.	  It	  is	  better	  to	  believe	  these	  kinds	  of	  
traditional	  customs.	  For	  instance,	  I	  asked	  the	  staff	  to	  place	  a	  red	  carpet	  in	  the	  
office	  to	  avoid	  too	  much	  gossip.	  They	  (people	  in	  office)	  believe	  me	  even	  if	  the	  
advice	  was	  regarding	  a	  minor	  issue.	  I	  advise	  to	  placing	  a	  glass	  of	  water	  in	  your	  
room	  if	  you	  are	  sick	  or	  else	  you	  will	  feel	  even	  worse.	  Some	  people	  may	  put	  a	  little	  
stone,	  all	  sorts	  of	  little	  things.	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S:	  This	  is	  very	  interesting.	  As	  you	  said,	  placing	  a	  glass	  of	  water	  if	  you	  were	  sick,	  but	  
we	  always	  forget	  to	  do	  this.	  
	  
V:	  Yes,	  there	  are	  many	  interesting	  things	  in	  my	  whole	  office,	  for	  instance,	  they	  want	  
to	  learn	  how	  to	  increase	  their	  chances	  of	  finding	  love	  or	  the	  luck	  in	  love.	  Although	  
I	  cannot	  guarantee	  that	  my	  advice	  can	  really	  help,	  it	  is	  up	  to	  each	  individual	  to	  
believe	  it	  or	  not.	  
	  
S:	  Does	  your	  original	  target	  market	  have	  this	  kind	  of	  knowledge?	  
	  
V:	  No,	  it	  does	  not.	  
	  
	  
7.	  What	  identity	  (brand	  image)	  you/your	  brand	  would	  build	  up	  to	  the	  public?	  
	  
V:	  Funny	  and	  humorous	  –,	  that	  is	  very	  much	  my	  family’s	  nature,	  and	  we	  love	  
	   aesthetics.	  
	  
S:	  Is	  this	  what	  you	  wanted	  to	  build	  up	  for	  the	  brand?	  
	  
V:	  Yes,	  the	  Tang	  family	  is	  very	  humorous.	  We	  like	  funny	  things	  and	  we	  do	  not	  follow	  
typical	  Chinese	  ways.	  We	  try	  our	  best	  to	  develop	  a	  Chinese	  brand,	  but	  there	  is	  a	  
lack	  of	  innovation	  in	  most	  Chinese	  designs.	  Chinese	  design	  concepts	  are	  
increasingly	  being	  merged	  with	  the	  minimal	  Japanese	  "Zen"	  style.	  My	  opinion	  is	  
that	  Chinese	  designs	  should	  be	  full	  of	  imagination,	  like	  the	  symbols	  of	  the	  "Dragon	  
and	  phoenix",	  creative,	  and	  out	  of	  the	  box.	  But	  nowadays,	  the	  richness	  of	  the	  
Chinese	  "Emperor’	  style"	  is	  found	  to	  be	  lacking	  in	  most	  designs.	  I	  hope	  that	  
Chinese	  designs	  become	  something	  that	  Chinese	  would	  be	  proud	  of.	  I	  often	  ask	  
myself,	  “Why	  should	  I	  buy	  a	  cool	  design?”	  I	  don't	  think	  I	  am	  a	  person	  who	  would	  
wear	  a	  qipao	  (the	  traditional	  long	  dress),	  but	  I	  would	  wear	  a	  qipao-­‐style	  t-­‐shirt.	  
You	  know	  what	  I	  mean?	  I	  like	  to	  add	  new	  elements	  to	  classic	  Chinese	  designs.	  I	  
make	  sure	  that	  the	  Chinese	  element	  comes	  first,	  but	  this	  may	  result	  in	  a	  cliché	  
style.	  With	  regard	  to	  the	  use	  of	  Chinese	  designs,	  my	  philosophy	  is	  that	  the	  
Chinese	  should	  collaborate	  with	  other	  cultures	  and	  languages.	  This	  should	  be	  the	  
way	  in	  which	  Chinese	  produce	  things.	  
	  
S:	  Does	  the	  fun	  come	  from	  a	  younger	  feel?	  The	  brand	  may	  be	  full	  of	  imaginative	  
“Dragon	  and	  phoenix”	  visual	  elements,	  but	  it	  is	  targeted	  to	  the	  young	  people.	  
	  
V:	  Yes.	  We	  need	  to	  have	  a	  laugh.	  
	  
S:	  Also,	  the	  quality	  must	  be	  good.	  
	  
V:	  Absolutely.	  The	  most	  important	  thing	  is	  quality.	  The	  Chinese	  criticise	  the	  quality	  
saying	  “that’s	  not	  nice	  and	  in	  bad	  quality”.	  So,	  you	  have	  to	  produce	  something	  
that	  they	  cannot	  criticise.	  
	  
S:	  Would	  the	  people	  who	  just	  like	  to	  criticise	  do	  it	  anyway?	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V:	  Probably	  yes.	  Once	  I	  went	  to	  H&M	  and	  bought	  something	  from	  the	  Lanvin	  for	  
H&M	  collection;	  there	  was	  some	  Chinese	  girls	  who	  criticised	  the	  poor	  thread	  
work.	  However,	  fun	  thread	  work	  detailing	  is	  an	  identity	  of	  Lanvin.	  I	  think	  a	  good	  
quality	  product	  should	  be	  long	  lasting.	  It	  makes	  no	  sense	  if	  the	  product	  is	  
damaged	  once	  you	  buy	  it	  or	  if	  you	  have	  to	  throw	  it	  away	  after	  a	  year.	  It	  has	  to	  last	  
for	  a	  long	  time.	  
	  
S:	  In	  terms	  of	  quality,	  one	  important	  point	  is	  material,	  as	  you	  mentioned	  silk.	  What	  
else	  do	  you	  think	  is	  important?	  What	  about	  handcraftsmanship?	  
	  
V:	  We	  have	  brushed	  silk,	  as	  soft	  as	  the	  cashmere.	  Handmade	  handcraftsmanship	  like	  
embroidery	  is	  not	  our	  selling	  point.	  
	  
S:	  What	  about	  ceramics?	  
	  
V:	  Ceramics	  are	  not	  handmade	  products.	  I	  do	  not	  think	  handmade	  products	  are	  so	  
special;	  they	  are	  comparatively	  more	  expensive	  and	  they	  don’t	  sell.	  The	  outcome	  
may	  be	  the	  same	  if	  we	  produce	  products	  or	  start	  silkscreen	  printing	  at	  our	  factory.	  
We	  have	  handmade	  lamp	  bases	  with	  bird	  motifs,	  but	  their	  sales	  volume	  is	  low.	  
Mass	  production	  by	  manufacturing	  can	  also	  produce	  quality	  products.	  
	  
	  
8.	  Can	  you	  share	  you/your	  brand	  designer’s	  design	  training	  and	  work	  experience	  in	  
relation	  to	  Chinese	  culture?	  
	  
S:	  For	  instance,	  you	  are	  Chinese	  and	  can	  read	  Chinese	  language.	  
	  
V:	  All	  our	  staff	  can	  read	  Chinese	  language	  and	  we	  are	  all	  Chinese	  except	  the	  CEO	  and	  
the	  general	  manager.	  
	  
S:	  Where	  did	  you	  all	  grow	  up?	  
	  
V:	  We	  grew	  up	  in	  different	  foreign	  countries;	  well,	  some	  of	  the	  staff	  are	  Hong	  Kong	  
locals	  and	  some	  are	  overseas	  graduates.	  We	  see	  things	  differently,	  and	  view	  
antiques	  differently;	  for	  instance,	  those	  who	  returned	  from	  overseas	  would	  
appreciate	  them	  while	  the	  local	  staff	  sees	  them	  as	  something	  with	  an	  old	  style.	  
	  
S:	  Did	  any	  of	  you	  have	  a	  similar	  work	  experience	  with	  this	  kind	  of	  a	  brand	  project?	  
	  
V:	  No.	  We	  did	  not.	  In	  fact,	  it	  is	  better	  this	  way,	  as	  we	  face	  no	  restrictions.	  Some	  of	  us	  
are	  from	  advertising,	  some	  from	  graphic	  design	  houses,	  and	  others	  are	  fresh	  
graduates.	  I	  think	  it	  is	  a	  great	  company	  to	  learn	  and	  communicate	  with.	  Many	  
brands	  in	  Hong	  Kong	  are	  too	  restricted	  in	  terms	  of	  what	  you	  can	  do	  and	  what	  
cannot	  do.	  Moreover,	  I	  try	  not	  to	  restrict	  my	  staff;	  instead,	  I	  encourage	  them	  to	  
speak	  out.	  Especially,	  sometimes	  you	  don’t	  agree	  with	  the	  boss,	  but	  you	  need	  to	  
have	  sufficient	  evidence	  to	  back	  your	  argument.	  I	  think	  this	  helps	  us	  learn	  from	  
each	  other,	  as	  we	  see	  different	  things.	  It	  is	  like	  you	  are	  teaching	  me	  while	  I	  am	  
teaching	  you.	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S:	  It	  all	  depends	  on	  the	  designer’s	  inspiration,	  what	  he	  can	  find	  from	  his	  research,	  
and	  what	  he	  can	  create.	  
	  
V:	  I	  a	  I	  am	  very	  open-­‐minded	  as	  long	  as	  a	  designer	  has	  references	  that	  can	  show	  how	  
his/her	  idea	  is	  developing.	  
	  
S:	  How	  is	  this	  team	  set	  up?	  
	  
V:	  We	  have	  some	  interns,	  who	  later	  become	  full	  time	  staff	  if	  we	  find	  them	  fit	  for	  the	  
job.	  I	  had	  a	  very	  close	  business	  partner	  with	  whom	  I	  worked	  a	  lot,	  but	  now	  she	  
has	  a	  baby,	  so	  I	  have	  to	  find	  someone	  else.	  She	  referred	  some	  other	  people	  who	  
would	  suit	  the	  job	  role.	  
	  
S:	  This	  is	  a	  young	  brand,	  established	  one	  and	  a	  half	  year	  ago.	  
	  
V:	  Yes,	  it’s	  a	  young	  brand.	  There	  is	  still	  a	  lot	  to	  learn.	  
	  
	  
9.	  How	  do	  you	  (as	  brand	  designer/representative)	  determine	  ‘country	  of	  origin’	  of	  
Chinese	  brand?	  	  
For	  examples:	  
1)	  Where	  the	  raw	  materials	  are	  sourced	  
2)	  Where	  the	  product	  is	  designed	  
3)	  Where	  manufacturing	  takes	  place	  
4)	  Where	  a	  final	  assembly	  is	  completed	  
5)	  Where	  the	  company	  is	  incorporated	  (brand	  starts	  up	  location)	  
6)	  The	  origins	  of:	  the	  brand	  entrepreneurs,	  operators	  and	  designers	  
7)	  The	  level	  of	  Chinese	  cultural	  knowledge	  (from	  training,	  life	  and	  work	  experience)	  
8)	  Others	  
	  
V:	  With	  regard	  to	  the	  manufacturing	  process,	  I	  would	  like	  to	  cite	  the	  example	  of	  
Apple.	  All	  its	  components	  are	  produced	  in	  China,	  except	  for	  the	  last	  step	  –	  
designing.	  The	  last	  step	  takes	  place	  in	  California	  –	  Designed	  in	  California.	  
	  
S:	  Yes,	  “Designed	  in	  California”	  is	  mentioned	  on	  its	  products.	  
	  
V:	  Yes,	  but	  you	  know	  we	  are	  not	  stupid:	  obviously,	  the	  product	  is	  made	  in	  China	  
although	  “Designed	  in	  California”	  is	  specified.	  However,	  I	  personally	  think	  that	  
China	  lacks	  QC	  (quality	  control)	  in	  terms	  of	  the	  way	  they	  package	  things.	  
	  
S:	  Do	  you	  mean	  packaging	  design?	  
	  
V:	  Yes.	  They	  have	  a	  wrong	  mentality	  of	  “packaging	  will	  be	  thrown	  away”.	  Packaging	  
can	  be	  well	  designed	  even	  if	  it	  is	  meant	  to	  be	  throw	  away	  later.	  Foreign	  
companies	  with	  a	  strong	  brand	  image	  are	  making	  efforts	  to	  improve	  their	  product	  
packaging	  and	  recreating	  it	  such	  that	  it	  more	  closely	  represents	  the	  brand;	  It	  is	  
important	  to	  have	  a	  nice	  design	  with	  associated	  with	  a	  brand	  identity,	  with	  no	  
additional	  costs	  for	  packaging	  and	  transportation.	  Therefore,	  the	  “Country	  of	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origin”	  should	  be	  China	  if	  China	  is	  where	  the	  manufacturing	  takes	  place.	  
	  
S:	  Many	  well-­‐known	  branded	  products	  are	  manufactured	  in	  China.	  What	  is	  your	  
opinion	  of	  this?	  
	  
V:	  Yes,	  I	  regard	  these	  products	  as	  Chinese	  products.	  For	  instance,	  Louis	  Vuitton,	  
Hermes,	  and	  Gucci	  have	  established	  their	  factories	  in	  China.	  Chinese	  products	  can	  
be	  sold	  in	  Italy	  as	  long	  as	  they	  have	  high	  quality	  control.	  
	  
S:	  But,	  we	  understand	  very	  well	  that	  these	  products	  are	  not	  from	  any	  Chinese	  brand	  
in	  the	  people’s	  mind.	  
	  
V:	  Yes,	  they	  are	  not	  products	  from	  Chinese	  brands;	  production	  is	  merely	  outsourced	  
to	  China.	  Probably,	  their	  production	  line	  is	  not	  as	  efficient	  as	  that	  in	  China,	  or	  the	  
production	  cost	  in	  Italy	  is	  higher,	  so	  they	  tend	  to	  outsource	  production.	  They	  may	  
outsource	  small-­‐scale	  production	  to	  China,	  e.g.	  lining;	  then,	  the	  products	  are	  
shipped	  back	  to	  Italy.	  
	  
S:	  Do	  they	  ship	  the	  products	  back	  for	  additional	  procedure?	  
	  
V:	  Yes.	  We	  know	  that	  all	  major	  brands	  do	  this.	  
	  
S:	  At	  present,	  since	  most	  of	  the	  products	  in	  the	  world	  are	  made	  in	  China;	  then,	  what	  
are	  the	  attributes	  of	  a	  Chinese	  brand	  and	  those	  of	  an	  Italian	  brand?	  
	  
V:	  	  We	  should	  not	  think	  in	  this	  way.	  If	  you	  want	  to	  be	  a	  successful	  brand,	  you	  have	  to	  
be	  recognised	  worldwide.	  The	  brand	  doesn’t	  need	  to	  come	  from	  a	  particular	  
country.	  
	  
S:	  “Country	  of	  origin”	  would	  no	  longer	  need	  to	  be	  emphasised.	  
	  
V:	  It	  does	  not	  matter.	  Like	  the	  United	  Nation,	  people	  are	  just	  working	  together	  to	  
create	  a	  successful	  brand.	  A	  brand	  need	  not	  hire	  Chinese	  people,	  have	  a	  factory	  in	  
China,	  or	  embody	  Chinese	  ethnicity	  to	  become	  a	  Chinese	  brand.	  All	  these	  aspects	  
do	  not	  make	  a	  Chinese	  brand.	  Does	  a	  brand	  really	  need	  to	  clarify	  whether	  it	  is	  a	  
Chinese	  or	  Italian	  brand?	  Italian	  brands	  have	  their	  products	  made	  in	  China	  
anyway.	  I	  am	  sure	  you	  are	  aware	  of	  Chinese	  people	  being	  part	  of	  an	  Italian	  group,	  
as	  seen	  in	  the	  huge	  French	  brand	  Richemont.	  
	  
S:	  Is	  that	  your	  vision	  of	  a	  brand?	  
	  
V:	  No,	  that	  is	  my	  understanding.	  I	  am	  a	  sceptical	  person;	  it	  is	  not	  necessary	  to	  be	  a	  
Chinese	  brand	  or	  a	  Chinese	  national.	  Some	  Italian	  brand	  owners	  are	  French,	  so	  
how	  can	  you	  decide	  the	  “Country	  of	  origin”	  in	  such	  cases?	  What	  do	  you	  think?	  I	  
would	  regard	  such	  a	  brand	  as	  an	  international	  brand.	  The	  most	  important	  thing	  
that	  makes	  a	  brand	  truly	  international	  is	  recognition	  on	  a	  global	  scale	  –	  such	  a	  
brand	  can	  be	  considered	  successful.	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S:	  However,	  many	  brands	  use	  “Country	  of	  origin”	  as	  a	  tool	  to	  gain	  advantage.	  
	  
V:	  This	  is	  just	  one	  of	  the	  many	  branding	  strategies,	  where	  the	  brands	  stresses	  on	  the	  
place	  of	  production.	  Do	  you	  think	  it	  is	  important	  to	  know	  where	  the	  products	  are	  
made?	  We	  know	  that	  the	  parts	  of	  many	  “Made	  in	  Italy”	  products	  are	  made	  in	  
China.	  Personally,	  I	  just	  go	  for	  things	  with	  an	  aesthetic	  sense	  that	  I	  like.	  It	  does	  not	  
matter	  where	  they	  are	  made.	  
	  
S:	  I	  also	  spotted	  that	  the	  Tang	  Tang	  Tang	  Tang	  monogram	  is	  written	  as	  “TANG”;	  
however,	  the	  brand’s	  identity	  is	  a	  combination	  of	  a	  circle	  and	  small	  dots.	  What	  is	  
the	  core	  brand	  signature?	  
	  
V:	  If	  you	  think	  of	  Gucci	  and	  Louis	  Vuitton,	  they	  also	  have	  different	  monograms.	  A	  
monogram	  is	  different	  from	  a	  brand	  logo,	  as	  the	  color	  of	  a	  monogram	  can	  be	  
changed	  or	  we	  can	  delete	  the	  words	  ‘TANG’.	  A	  monogram	  is	  just	  a	  pattern,	  and	  
we	  can	  add	  the	  circle	  and	  small	  dots	  to	  the	  “Zodiac”	  series.	  As	  long	  as	  your	  logo	  is	  
not	  changed,	  different	  monograms	  can	  be	  used.	  You	  can	  see	  that	  Pierre	  Hardy	  
and	  Goyard	  have	  done	  it;	  they	  accuse	  Louis	  Vuitton,	  and	  Louis	  Vuitton	  is	  accusing	  
Moynat,	  as	  all	  of	  them	  are	  copying	  each	  other;	  they	  say	  they	  are	  inspired	  by	  other	  
brands.	  However,	  you	  cannot	  stop	  them	  from	  using	  existing	  designs	  with	  slight	  
changes,	  and	  this	  is	  the	  problem	  of	  trademarks.	  When	  you	  say	  that	  you	  are	  
“inspired	  by”	  something,	  it	  does	  not	  mean	  you	  can	  use	  it	  as	  a	  trademark.	  You	  
cannot	  trademark	  a	  monogram.	  
	  
S:	  You	  have	  to	  ensure	  monogram	  trademark	  in	  China,	  as	  there	  are	  various	  ways	  in	  
which	  monograms	  can	  be	  replicated.	  
	  
V:	  You	  have	  to	  ensure	  monogram	  trademark	  in	  China,	  as	  there	  are	  various	  ways	  in	  
which	  monograms	  can	  be	  replicated.	  
	  
S:	  Is	  “Made	  in	  China”	  mentioned	  on	  your	  products?	  
	  
V:	  Different	  to	  the	  way	  like	  Shanghai	  Tang	  to	  claim	  ‘Made	  by	  Chinese’	  or	  ‘Made	  by	  
China’.	  I	  try	  to	  stop	  doing	  it.	  My	  dad	  said,	  “Why	  can’t	  we	  say	  ‘Made	  this’	  and	  
‘Made	  that’”.	  I	  told	  him	  it	  is	  Shanghai	  Tang’s	  identity,	  do	  you	  want	  Shanghai	  Tang	  
to	  break	  away	  then?	  We	  don’t	  need	  to	  sell	  ourselves	  as	  “Made	  in	  China”;	  why	  do	  
we	  need	  to	  do	  so?	  
	  
S:	  Lastly,	  how	  would	  you	  differentiate	  your	  brand	  from	  Shanghai	  Tang?	  
	  
V:	  At	  this	  stage,	  we	  are	  a	  lifestyle	  and	  gift-­‐based	  brand,	  whilst	  Shanghai	  Tang	  is	  a	  
fashion	  brand.	  Many	  people	  visit	  our	  store	  and	  say	  “this	  is	  a	  sub-­‐brand	  of	  
Shanghai	  Tang”.	  It	  doesn’t	  matter	  to	  me,	  as	  I	  know	  we	  are	  not.	  
	  
S:	  Do	  you	  wish	  to	  change	  peoples’	  perceptions?	  
	  
V:	  Yes,	  I	  do.	  But,	  I	  don’t	  see	  any	  harm	  or	  benefit	  in	  outshining	  other	  brands.	  I	  mean	  it	  
doesn’t	  really	  matter	  to	  us,	  as	  long	  as	  we	  run	  our	  own	  business	  efficiently.	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S:	  What	  is	  the	  signature	  product	  of	  the	  brand?	  Do	  you	  have	  a	  favourite	  product	  that	  
you	  think	  represents	  your	  brand?	  
	  
V:	  It	  is	  difficult	  to	  answer	  this	  question,	  as	  many	  of	  the	  products	  are	  dear	  to	  me.	  
	  
S:	  You	  can	  choose	  more	  than	  one	  product.	  
	  
V:	  My	  favourite	  product	  would	  be	  the	  baby	  pillow,	  which	  I	  also	  use	  to	  support	  my	  
back.	  It	  is	  not	  easy	  to	  find	  such	  a	  nice	  baby	  pillow	  with	  embroidery.	  
	  
S:	  Can	  I	  have	  a	  look	  later?	  
	  
V:	  Yes,	  it	  can	  be	  personalised	  and	  it	  can	  be	  machine-­‐washed.	  Foreigners	  like	  to	  carry	  
a	  small	  pillow	  for	  their	  flight	  journey.	  This	  item	  is	  not	  meant	  especially	  for	  Chinese	  
people	  but	  can	  be	  used	  by	  an	  international	  customer	  base.	  We	  have	  another	  item,	  
a	  travel	  roll,	  which	  I	  use	  a	  lot	  during	  air	  travel;	  it	  can	  also	  be	  used	  as	  a	  pillow.	  Duel	  
functionality	  is	  important	  as	  well;	  it	  is	  as	  good	  as	  getting	  two	  items	  for	  the	  price	  of	  
one,	  and	  that	  is	  value	  for	  money.	  
	  
S:	  So,	  you	  think	  this	  is	  practical	  and	  a	  personalised	  gift.	  
	  
V:	  Yes,	  it	  can	  be	  personalised	  and	  it	  is	  a	  machine	  washed	  product.	  Foreigners	  like	  to	  
carry	  a	  small	  pillow	  for	  a	  flight	  journey.	  This	  is	  a	  worldwide	  item	  and	  not	  necessary	  
for	  the	  Chinese,	  but	  also	  caters	  for	  the	  Western	  people.	  We	  have	  another	  item,	  
travel	  roll,	  which	  I	  use	  a	  lot	  on	  flight,	  and	  it	  can	  be	  used	  as	  a	  pillow.	  Duel	  
functionality	  is	  important	  as	  well.	  Just	  like	  you	  can	  but	  two	  items	  for	  one	  price	  and	  
that	  is	  value	  for	  money.	  
	  
S:	  Yes,	  this	  can	  be	  used	  anywhere.	  
	  
V:	  It	  has	  to	  be	  convenient,	  easy	  to	  wash,	  and	  durable.	  
	  
S:	  It	  is	  good	  that	  it	  can	  be	  machine-­‐washed.	  I	  also	  find	  the	  rice	  cooker	  interesting.	  
	  
V:	  Yes,	  we	  have	  a	  rice	  cooker.	  I	  just	  bought	  a	  toaster	  two	  days	  ago	  as	  I	  was	  still	  using	  
the	  old-­‐style	  toaster.	  I	  said	  to	  myself,	  “Please	  get	  a	  new	  one!”	  The	  grill	  function	  is	  
good	  for	  heating	  food	  and	  it	  has	  an	  indicator	  button	  that	  lets	  you	  know	  when	  the	  
food	  is	  ready.	  
	  
S:	  Thank	  you	  so	  much	  for	  your	  help,	  despite	  your	  busy	  schedule.	  
	  
V:	  I	  hope	  this	  helped.	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